ORPHEUS AND HIS LYRE 


— 


Four Song Composers Who Have Made Outstanding — 
Contributions To The Repertotres of Many Singers 


% “ 
This page with Songs brought to atten-~* 
tion and the portraits and short biogra- 
phical sketches of each composer will 
serve to give a better acquaintance with 
these celebrated contemporary writers 


whose beautiful songs are frequently 
used by voice teachers, concert artists 
and non-professional singers in our fore- 
most musical centers. 
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FOSTER 


‘ele FOSTER, composer, pianist and 
vocal teacher, was born in Leaven- 
worth, Kansas. She began her musical 
“ystruction at the age of seven and it 
was not long before she was playing her 
-wn compositions. At twelve she was 
1 able organist and choir leader and at 
seventeen she made a country wide tour 
pianist with William H. Sherwood. 
became director of the Musical Con- 
Ill. 
sducation and development she was 
of the world’s greatest pedagogues in 
ad the advantages of training in the 
‘aservatories. Her plans of preparing 
_ changed after she was successful in 
n contest and from that time on she has 
‘time to composition and vocal teaching. 
lit more than seventy-five published 
d choruses, many of which have 
vsoughout the musical world. 
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BARRELL 


LDEN BARRELL was born in 
Newton, Massachusetts, in 1900, 
received his early musical training 
mm his musical parents. Later, while 
ident at Harvard College, he studied 
Prof. Walter Spalding, Prof. 
ard Burlingame Hill, Mr. Edward 
ntine, and Dr. Arthur de Guichard. 
receiving the degree of Bachelor 
Mr. Barrell continued his musical 
ston musicians. For two years he 
ist and music director of the 
, New Bedford, and during this 
considerable composition. ° 
joined the Editorial staff of the 
COMPANY. During the course 
ny thousands of vocal manuscripts 
ll over the world submit to this 
ducts in THE ETUDE Miusic 
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ave been programmed by prominent 
ers with notable success. He has 
ic, atmthems and piano pieces. 
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WHERE’ER, DEAR, YOU MAY BE 
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The range of each song is indicated with small and 
capital letters. The first letter is the lowest note in 
the song and the second letter is the highest note. A 


small letter tells that the note is below or above the 
staff and the CAPITAL letter tells that it is on a 
line or in a space within the staff. 
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HARLES HUERTER, teacher and 
composer, was born in Brooklyn, 
His early musical 
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[OUSSORGSKY’S _“KHOVANCHTCHINA 
-VAHNSH-CHEE-NAH) was given its Amer- 


n premiére on 5 twenty-eighth, when it was 
nted at the 


t y, with Walter Grigaitis conducting. The 
formance was in Russian, with all the princi- 


in leading the ballet. 
rtain the orchestra played Celeste de Longpre 
cher’s ‘Dances of the Pyrenees’ in recog- 
of the recent passing beyond of this famous 
ladelphia woman composer. “he 
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OUS JUBILEES OF 1928 will be those 
i Lehmann, one of the greatest of ag: 
n and German Lieder singers, and H: on 
Izogen, friend and biographer of Wagner Slow 

- at Bayreuth, for their eightieth b yy. 
udwig Willner, the famous actor 
rly well known in America, will fi 
rentieth year; while on June 10th 
fauss will be sixty-five. : 
a D .@ 
THE SOCIETY OF WOMEN MUS 
London has finished its sixteenth y 
ve work. Among its officers are: Mrs. 
ymarch, president; Dame Ethel Smyth 
Norman O’Neill as vice-presidents. 
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BOTH “JAZZ” AND THE “ANATOLIAN 
\ILS” have been prohibited by the Prefect 
tamboul, Turkey, because of the freq 
sometimes boisterous controversies between 
e partisans of the Western popular music and 
the old Turkish art as performed on 
ve instruments. , 
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THE TAKARAZUKA (JAPAN) — 
ONY ORCHESTRA gave on the eve 


“THE THREE MUSICAL NEST 
present-day British art life are: r 
co Berger, born in 1834, who has lon; 
nized as one of the most learned 
of our time; Sir Alexander Macken 
7, who has made such a remar 
tion to his art as composer, educ 
ctor; and Sir George Henschel, 
who won world fame first as a s 
a conductor. 
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ETTI’S “Ta Figlia del Reggimento 
of the )” was revived on 
ing of March 1, at the La Scala of 
fter not having been given on oa 
> stage since its premiére season in 1840. 
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Interesting and Important Items Gleaned in a Constant Watch on 
Happenings and Activities Pertaining to Things Musical Everywhere 


THE COMMISSIONED RANK OF “BAND- 
MASTER” is created by a bill recently passed 


There will be a Chief Band- 


Then there 
the first to 
first pay period; 


in the army, fourth pay period. 
will be three grades of bandmasters: 
rank with second lieutenants, 


the second to rank with first lieutenants, second 
pay period; the third to rank with captains, 


third pay period. 
> 
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HENRY IT’. GILBERT'S “Nocturne” for or- 
chestra, had its world premiére on March six- 
teenth, by the Philadelphia Orchestra under the 
baton of Vierre Monteux. Mr. Gilbert’s sym- 
phonic-ballet, ‘‘Dance in the Place Congo,’ had 
its premicre as a ballet; at the Metropolitan 
Opera House of New York, on March 23, 1918. 
Since that time it has been played by many of 
the leading orchestras of both America and 
Europe, 


ir 


BACH’S “ART OF FUGUE,” a set of twenty 
of these contrapuntal compositions, written, just 
before the death of the master (the last was not 
completed), upon one “subject,’ had its first 
complete performance in America when given on 
April fifteenth, on the organ of Packer Memorial 
Church of Lehigh University, Bethlehem, Penn- 


sylvania, by Dr. J. Frederick Wolle, founder 
and still conductor of the famed Bethlehem 
Bach Choir. The program was concluded by 


the Bach Choir singing the chorale, ‘With this 
before Thy throne I come,’ which the blind 
Cantor dictated, on his death-bed, to his brother- 
in-law, Altnikol. 
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THE NEW YORK PHILHARMONIC OR- 
CHESTRA, the oldest organization of this nature 
in America and the third oldest in the world, 
and the New York Symphony Orchestra, which 
recently began its fiftieth year under the baton 
of Walter Damrosch, have combined forces. 
The new organization is to be known as_the 
Philharmonic Symphony Society of New York. 
Toscanini will be the chief conductor, with Wal- 
ter Damrosch as the principal guest conductor 
still continuing his popular series of Young 
People’s Concerts. 
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RODMAN WANAMAKER, enthusiastic music 
patron, especially of the organ, passed away 
Jersey, on 
It wa. through his zeal that the Wana- 


9th. 


_ maker Store in Philadelphia has Jong maintained 


the largest organ in the world. He promoted 
musical culture through supporting concerts, 
maintaining a wonderful collection of stringed 


instruments by the old masters, and introduc- 


ing many European musical celebrities to 


American audiences. 
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WAGNER'S “PARSIFAL” had its first per- 
formance at Geneva, Switzerland, when it was 
given at the Grand Theater on March 24, 25, 
27. and 29 by the Orchestral Society of the 
Swiss Romande, under the direction of Robert 
¥’. Denzler, leader of the orchestra of the Staat- 
soper of Charlottenburg-Berlin. 


j-—________——-¢ 

THE WOMAN'S SYMPHONY ORCHES- 
TRA of Los Angeles, which consists of eighty 
members under the leadership of Henry Schoene- 


March 


tion at Boston held a 


THE AMERICAN GRAND OPERA COM- 
PANY closed on April 21st a season of four 
weeks in Chicago. Their performances, especially 
of ‘Faust,’ have created so much interest in 
“The Windy City,” where opera in English has 
its strongest American cohorts, that a movement 
is reported to be on foot to establish the organiza- 
tion permanently there. : 

Ye 

THE TEATRO REALE DELL’ OPERA, 
which was created by the remodeling of the his- 
toric Teatro Costanzi, has been opened in Rome 
with a gala performance of Boito’s ‘‘Nerone.” 
With its many new features of lighting and stag- 
ing it is claimed to have the most perfect opera 
stage in the world. 
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BOTH PRIZES, a gold medal and five hundred 
dollars, offered hy the Associated Glee Clubs of 
America, for original compositions suitable for 
use by male chorus, have been awarded to Julius 
Roentgen, a Dutch-Saxon  pianist-composer of 
Amsterdam. 
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THE ALABAMA MUSIC TEACHERS’ AS- 
SOCIATION met for its Ninth Annual Confer- 
ence, at Birmingham, on March twenty-eighth. 
Topics of lively interest to the music teacher 
were discussed and splendid programs rendered. 
Mrs. Crosby Adams, a widely known authority, 
addressed the Association on the theme, “A Cul- 
tivated Musical Taste.’’ 
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ALBERT COATES, the 
eminent and popular English 
conductor, on the invitation of 
the Soviet Government, con- 
ducted a season of five weeks 
of opera, divided between the 
Marinensky Theater of Lenin- 
grad and the Grand Theater of 
Moscow. The series of per- 
formances began on the fif- 
teenth Of March; and Mr. 
Ceates is the first British con- 
ductor to have wielded a baton 
in Russia. Mr, Coates is well known to America 
through having been a guest conductor of a 
number of our foremost orchestral organizations. 

D “¢ 

AMERICAN COMPOSERS receive but scant 
encouragement from leaders of our best orches- 
tras. In the season of 1926-1927 the New York 
Philharmonic Society performed one hundred 
and twenty works, of which but four were by 
Americans; the New York Symphony Orchestra 
gave eighty-eight works, of which but five were 
American; and in the same season the Phila- 
delphia Orchestra used but three and the Bos- 
ton Symphony Orchéstra but two works by our 
native composers. 


»), “¢ 


THE WOMEN’S SYMPHONY ORCHESTRA 
OF PHILADELPHIA gave the final program 
oes : “3 in the batleest of, the oa oe 

atford Hotel, on the evening o \pr 
Goteems. This organization of eighty skilled 

jans, affording the complete instrumenta- 
tion of the full symphony orchestra, under 4. 
leadership of J. W. EF. Leman, has, in this 
its sixth season, given a series of fifteen per- 
formances. Included in these, have been six 
appearances in Philadelphia; while among out- 
side engagements have been those at Chestnut 
Hill, at Ursinus College of Collegeville, Pennsyl- 
vania, and at Atlantic City, New Jersey. 
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ALBERT Coates 


>——_————_ 4 
THE CONCERTGEBOUW ORCHESTRA of 
Amsterdam, Holland, celebrated, from April 
twelfth to the twenty-eighth, the fortieth year 
of its foundation. A series of grand concerts 


feld, gave its first concert of the season at the was given under the leadership of Wilhelm 
Philharmonic Auditorium, on February third, Mengelberg. 
3 MAKE HARMONY WHILE THE SUMMER SHINES x 
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GeorGe FREDERICK 
HAnveEL 


HANDEL’S “EZIO,” to a libretto by Meta- 
stasio, has recently been revived at the Staatsoper 
of Berlin. Herr Franz Rothold revised and mod- 
ernized the work for this production. It is one of 
a number of operas which Handel wrote for the 
London stage. Its story is one glowing with Jove, 
passions and intrigues; for Ezio was the Imperial 
Field-Marshal to Valentine III and, as the opera 
opens, is returning from his victory over Atilla, 
who has been condemned to death for infidelity 
and treachery to hig Kaiser. The critics treat 
Herr Rothold none too kindly, especially for his 
tampering with Handel’s recitatives, a particular 
form of composition in which it requires genuine 
temerity to attempt to improve on the Grand Old 
Saxon. 
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THE LITTLE THEATER OPERA COM: 
PANY has just closed its very successful season 
of “Opera in English’ at the Brooklyn. Little 
Theater, 122 Felix Street, Brooklyn, New York. 
The organization has the interested backing of 
such artists as Artur Bodansky, Margarete ters 


zenauer, William Wade Hinshaw, Lawrence 
Tibbett, Frederick Jagel and Yvonne de Tré- 
ville. DeKoven’s “Robin Hood,” Donizetti’s 


“Elixir of Love’’ an¥«Nicolai’s “Merry Wives 
of Windsor” (the last two as translated for Mr. 
Hinshaw) have been given. Local movements of 
this nature might get valuable hints and help 
from the manager, Mr. Kendall K. Mussey: 


> he 
. AT THE “CANADIAN FOLKSONG ANB 
HANDICRAFT FESTIVAL,” held in Quebec 
from May twenty-fourth to twenty-eighth, an 
event of great interest was the performance of 
“Le Jeu de Robin et Marion (The Play of 
Robin and Marion)” which was composed in 
the thirteenth century, by the famous trouba- 
dour Adam de la Hale and is said to be the 
earliest comic opera in musical history. Wilfred 
Pelletier and Armando Agnini, from the Metro- 
politan of New York, were respectively cot- 
ductor and stage director; while Leon Rotbier, 
basso, and Armand Tokatyan, also of the Metro- 
politan, interpreted the leading rdles. 


ye 


WILLIAM BERWALD, of Syracuse, New 
York, has been awarded the Prize of One 
Thousand Dollars offered by the National Asso- 
ciation of Organists, through the generosity of 
the Estey Organ Company, for the best composi- 


tion for organ and orchestra submitted before 
December Ist, 1927. 
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SIR HERBERT BREWER, 
organist of Gloucester Cathedral 
and for thirty years the con- 
ductor of the Three Choirs Fes- 
tival, passed away on March 
the first. Born at Gloucester on 
the twenty-first of June, 1865, 
and educated at the Cathedral 
School, at Oxford, and at the 
Royal College of Music, the 
greater part of his long life was 
devoted to the advancement. of 
the standards of ecclesiastical 
music. Through his instrumentality many mod- 
et composers were invited either to conduct or 
to hear their works first performed in the Cathe- 
dral or in the Shire Hall. 


———— 
PUCCINI’S “LA RONDINE” had its Ameri- 


can premiére at the Metropolitan Opera House, 
New York, on March tenth, with Bori, Gigli, 


Sir Herpert 
Brewer 


Tokatyan and Ludikar in the leading rdles. 
Identified as a lyric comedy, the score has a 
deal of melodious and rhythmic charm which 


may well give it a permanent place in the stand- 
ard repertoire where these more cheerful works 
are all too few. . 


(Continued on Page 495) 
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Professional 
Directory 


EASTERN 


CARL. VIOLIN INSTRUCTION 
139 West 97th Street New York City 
Telephone 1620 Riverside 


GUSTAVE L. 


ALBERT 
BECKER zvs.gemose, Setogors., 


(Method combines the Artistic and Scientific) 


Broad St. Conservatory of Music 


Gilbert Raynolds Combs, Director 
1827-31 S. Broad St. Philadelphia, Pa, 
SYSTEM. Improved Music Study for 
D U NN N G beginners. Normal Training Classes 
Carre Louise Dunning, 8 W. 40th, N.Y. 
G U | C H i) R D [from Rudiments to 
Professional Excellence) 
MUSICOLOGIST, LECTURER, 176 Huntington Ave., Boston, Mass. 


MOULTON 


ARTHUR de—SINGING, 


Mrs. M. B. Piano Instruction 
Studio--Sternberg School 
30 8. 2ist St, Philadelphia 


School of Musie and Arts 
Ralfe Leech Sterner, Director 
26 West 86th Street 


PIANO TEACHER’S COURSE 


NO R Vi AL Leschetizky Principles applied to Material 
for all Grades; Colleges and Normul en- 


dorsement, New York, Paris and Vienna, Personal instruction and 
correspondence. Bertha Yocum, Pianiste, care of Etude, 
Philadelphia. 


INSTRUCTION, ELEMENTARY. ADVANCED. 


PIAN 0 Mme. M. Martin, Leschetizky Exponent 


B80 West 95th St., New Work, N. ¥ 
F.W. Piano Instruction based on 
R ER personal instruction by Reinecke, 
Scharwenka & Liszt. 


Telephone Riverside 0192 
PIANO N. ¥. School of Music and Arts, 


Tel, Schuyler 4140 
26 West 86th St. New York, N. Y. 
VEON Musical Theory, Harmony, Melody W, iting 
Counterpoint and Musical Form. 


Tuition for each course is Twenty Dollars, payable one-half in 
advance—STATE NORMAL SCHOOL, California, Penna. 


VIRGIL 


CHARLES Correspondence Instruction, 


Mrs. A. K. 
SCHOOL OF MUSIO 
411 West Iind Ave, New York 


SOUTHERN 


CONVERSE COLLEGES. esi: 


SHENANDOAH COLLEGE 


AND CONSERVATORY OF MUSIC. Rates reasonable. 
Catalog free. In the heart of the Shenandoah Valley. 
Dayton, Virginia 


WESTERN 


(eS ee Se ee et 
CONSERVATORY 70 Instructors 

R | C AN Piano, Voice, Organ, Violin, etc. 
Kimball Hall Chicago 


ANNA TOMLINSON (vupil of Leschetizky) 

YD Book of Forty Normal Lessons for Piano 
Hand Development and Teaching Begin- 

ners, $5.75. Complete lists of Music to develop each 
musica! step. analyzed technically and interpretively. 
Teachers’ Summer Normal,6937 34th S8t., Berwyn, 


Ils. (Suburb of Chicago.) 
Violin, Organ, Theory, P. 8.M. 60 E, 


Musical College. 60th year. Leading 
School in America. Piano, Vocal 


CHICAGO sis ie 


D FTR 0 IT 1000 Students. 650 Teachers 
1013 Woodward Ave., Detroit, Mich. 
FRANCES. Summer 
| N G iH AM Normal Course in Piano, 
Harmony and Analysis. 
Studio: 1447 East 52nd Street, Chicago, 
Galesburg, Illinois, 


TOWSLEY 


Conservatory of Music 
Wstapiishep 1867. tHighlandAve. 
and Oak St. Cincinnati, Ohio 


CONSERVATORY OF MUSIC 


Oonservatory of Music 


The University System of Class 
Music. Elementary and Advanced. 
Applicable to any Instrument. 4630 
Wornall Road, Kansas City, Missouri 


SCHOOL MUSIC 
CATALOG 


Sent Gratis Upon Request 
(> 
A very helpful catalog for School and College 
Directors and Music Supervisors. It lists 
numbers for Unison, Two Part, Three Part 
and Four Part Choruses; Music for Special 


Occasions, Operettas, Sight Reading Material, 
Orchestra Collections, Writing Books, Etc. 
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SARTRE 


“ SMOOTH OUT 
MUSICAL RUT: 


Teachers, Professionals and Ambitious — 
Students. Unable to Take Special Sum- 
mer Instruction Should Not Neglect 
Opportunities for Summer Self-Help. 

“Re-FurbisH’ Technic ; 
Perfect Theoretical Knowledge 
Gain New Musical Information 


A Miscellaneous Group of Helpful ° 
Works 


FINGER GYMNASTICS _ 
By I. PHILIPP Price, $1.50 


daily practice. Equal prominence. is’ 
given the five fingers of each hand. : 
L’ART DU CLAVIER. 


By THEODOR LACK Price, $1.50 
There is plenty of material in: this vol- 
ume to correct or strengthen any weak 
or insecure points in anyone’s technic. 
It gives 100 short pleasing studies cover- 
ing all phases of technic. ae 


COMPLETE 
SCHOOL OF TECHNIC 
By I. PHILIPP Price, $2.50 
This is a masterly technic work of 
modern character, full of just such a 
variety of exercises as should be used 
continually in daily practice. 


EXERCISES 
FOR DEVELOPING ACCURACY 
By G. BECKER Price, 75 Cents 
Students and) many teachers have a 
real need for exercises of this character. 
They develop that phase of technic that 
puts the real finish upon one’s playing. 


MASTERING THE SCALES 
AND ARPEGGIOS 
By JAMES FRANCIS COOKE z 
: Price, $1.50 
A complete mastery of the scales is an 
absolute essential for proficiency in piano | 
playing. Teachers everywhere use and 
recommend this volume which is ideal: to 
keep at hand for daily practice material 
throughout one’s playing days. 
BCs 


SSS eee 

A wealth of other Special Study 
Works is available and upon re- 
quest we will be glad to send a list 
of Advanced Piano Study Works. 
Ce) ) 

MASTER VOCAL EXERCISES 
By HORATIO CONNELL 

Price, $1.00. 

There is nothing better for use.in yocal 
instruction or in daily vocalizing than — 
this volume of the best vocal exercises 
culled from the master writers of vocal 
studies, 


HARMONY BOOK FOR 
BEGINNERS 

By PRESTON WARE OREM 

r Price, $1.25 

An introduction to harmony given in a 

clear, concise, simple manner, teaching 

such fundamentals as to lay a_ strong 
foundation for future musicianship. 


THEORY AND COMPOSITION 
OF MUSIC 
By PRESTON WARE OREM 
Price, $1.25 
A sequel to the Harmony Book for Be- 
ginners, guiding in the practical applica- 
tion of harmony to composition. 


STANDARD HISTORY OF 
MUSIC 
By JAMES FRANCIS COOKE 
Price, $1.50 
A popular history of music for stu- 
dents and music lovers of all ages, newly 


revised, up-to-date. i 


PIANO PLAYING with 
PIANO QUESTIONS ANSWERED 
By JOSEF HOFMANN Price, $2.00 

No serious student of the piano should 
be without this book for reading and con- 
stant reference. 


’ 


GREAT PIANISTS 

ON PIANO PLAYING 

By JAMES FRANCIS COOKE 
Price, $2.25 
One of the most helpful books for, stu- 
dents of piano playing. It is a series of 
educational conferences with practically 

ali of the foremost living pianists. 


¢ 
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Many other Musical Text-Books 
and Musical Literature Works fur- 
nishing excellent Summer reading 
and study are described in the “De- 
scriptive Corea of Musical Litera- 
ture Works.” ree on request. 
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THEODORE PRESSER CO. 


oe CHESTNUT ST., PHILA., PA. 
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ya Buescher affords you such remarkably 
ind easy results. Patented Snap-on Pads, the 


—no more cementing. Found only on the 
er. Patented Automatic Octave Key — 
positive. Perfect scale accuracy. Easiest to 
ause of exclusive improvements. You can 
y master the Buescher—then teach it. _ 

ease your Income. Young people everywhere 
to play. Any instrument on 6 days’ trial—easy 
nts tosuit. Write for complete information 
ophone Book. (457) 


escher Band Instrument Co. 
Elkhart, Ind. 


Faust School of Tuning 


STANDARD OF AMERICA 
ALUMNI OF 2000 


Piano Tuning, Pipe and 
Reed Organ and Player 
Piano. Year Book Free 
27-29 Gainsboro Street 
BOSTON, MASS. 


~ TINDALE 
Music Filing Cabinet 
Needed by every Musician, 
Music Student, Library, 
i School and Convent. 
| Will keep your music orderly, 
| protected from damage, and 
| where you can instantly 
| f find it, 
- | Send for list of 


most popular styles 


TINDALE CABINET CO. 
40-46 Lawrence St. 


= j Flushing, New York 


EAN ARTIST 


cy 
3 WE CAN TEACH 
YOU DRAWING in : oy 
own home during your 
time, Thirty-five yearsof “™ 
cessful teaching proves our ability. 
Artists receive large salaries, 


rite today for Art Year Book 


THO@OLAPPLIED ART 
jom No, 7‘ BATTLECREEK MICH, 


ee THE.GeCLEF 
TWO PART ‘CHORUS 
BOOK 


Price, 50 Cents 


q 

a Discounts on Quantity Lots 

| A finer variety and a more useful col- 
} lection of material in a compilation of 
‘}{ nineteen numbers would be difficult to 
give. Everyone interested in the cho- 
rus work of schools, girls’ glee clubs 
and women’s choruses should get this 
new collection. 


Bxramination Privileges extended to 
_ school supervisors and chorus directors 


THEODORE PRESSER CO. 
1712-1714 Cuestnur Sr., Putra, Pa. 


IPIANO JAZZ] 


By Note or Ear. Withor without music. Short Course 

_ Adult beginners taught by Mail. No teacher required. Self 

instruction Course for Advanced Pianists. Learn 259 styles of 

684 Syncopated Effects, Blue Harmony, Oriental, Chime. 

and Cafe Jazz, Trick Endings, Clever Breaks. Space 

ers, Sax Slurs, Triple Bass, Wicked Harmony, Blue Obli- 

and 247 other subjects, including Ear Playing. 183 pages 

RI! eg 25,000 words. A postal brings our FREE 
offer. 


nan Piano School, 1836 W. Adams St. Los Angeles, Cal. - 
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ENGRAVERS 


PUBLISHER OUR REFERENCE 
> WRITE FOR PRICES ~ ~ =~ 


54 W.LAKE ST. CHICAGO. ILL. 
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st improvement for beauty of tone — easy to . 


and address of the inquirer. 


PCUSICAL EDUCATION 


MarcGARET WHEELER Ross 


No questions will be answered in Tue Erupe unless accompanied by the full name 
Only initials, or pseudonym given, will 


IN THE HOME 


Conducted by 


be published. 
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@he Precocious (hild 


WO interesting communications have 

reached this department, each from 

a mother who has had musical 
training but who is too close to the situa- 
tion to decide for herself the best course to 
pursue. We are making use of them for 
this month’s message because they involve 
problems of general interest to the mother 
who has children studying music. 

Mrs. M., Spring City, Pennsylvania. 
Your problem is unusual. While most 
mothers are struggling to find ways and 
means to interest their children and get 
them at work in music, your difficulty 
seems to be the very opposite. The great 
danger I see in such tiny children actually 
playing and studying is the probable loss 
of interest later on and the straining of 
muscles resulting inv-stiffened fingers, hands 
and wrists. Of course, there are instances 
of children of four years of age so decid- 
edly talented that» they cannot be held 
back or denied musical training. 

It seems to me that what you should 
do now, and for a year at least ahead, 
is to keep the “music study” a question 
of play or recreation. Since you can play 
yourself, you can satisfy the little four- 
year-old by indulging in a regular rhythmic 
spree. By the playing of musical games 
you can be unconsciously training him in 
the various rhythms, and by the use of 
well-chosen juvenile songs and listening 
games you can train him in pitch and tone 
values. You might even interest him with 
some of the toy symphony instruments, 
including the little sister in the game. 

A well-trained ear and a keen sense of 
rhythm will send him forward very speed- 
ily when he is old enough to begin lessons. 
If he is so decidedly talented that “he 
can ‘pick out tunes’ on the keyboard for 
himself,” I would allow him to do it, not 
worrying about his hand position, because 
he will not be apt to furt himself if let 
alone. It will be only when you attempt 
to force him to a strict hand position, 
while so tiny, that strain might result. 
Let him wander around for a year or so, 
getting what fun he can on the keyboard, 
while you train his ear and rhythmic sense, 
teach him the earliest fundamentals from 
charts and games and develop and 
strengthen his hands with table exercises. 
Your own teaching experience will enable 
you to do this. 

You should watch the little girl very 
closely and allow her only bricf practice 
periods. For seven years she is evidently 
well started, but there is the constant 
danger of over-doing where the desire is 
so keen. Be certain that her playing is 
free from strain. Lift her arms occasion- 
ally when she is not expecting it, and 
see that she is perfectly relaxed from her 
shoulders down. Watch,out also for eye- 
strain and nerve strain, making sure her 
position at the piano is easy and com- 
fortable—not too far away from the mu- 
sic-rack—with her feet supported by a 


‘When you write to our advertisers always mention THE ETUDE, It 


stool. With such talented children your 
responsibility is very great. But your joy 
should know no bounds. 


Scattered Lessons 


RS. W., Camden, New Jersey. Your 
letter is most interesting and unusual 
in its unity and clarity. The definite data 
you have kept and offer me, on your 
daughter’s lessons, proves you to be a 
careful, interested mother and challenges 
my forces to give you a satisfactory reply. 
You state your little girl has taken music 
lessons since May 24, 1924 that she is 
now eight years and ten months old and 
that, during the period of study, she has 
taken one hundred’ and twenty-eight les- 
sons. You are not satisfied with her pro- 
gress and request an opinion from me. 
This may be a case of starting the child 
too soon, with long breaks between the 
lesson series. A young child invariably 
slips back when lessons ate stopped for 
any length of time. Much is forgotten 
and interest is lost. It is almost like be- 
ginning over again each time; This may 
be the reason she does not play as well 
as you think she should for the length 
of time she has had lessons. 

If we analyze the situation, we find that 
from May 24, 1924, to February 20, 1928 
(the date of your letter), is three years 
and nearly nine months, a period of one 
hundred and ninety-one weeks approxi- 
mately. One hundred and_ twenty-eight 
lessons during this period would indicate 
that there have been long lapses without 
lessons. .If we, deduct vacation periods, 
four summers of fourteen weeks each, we 
would get fifty-six weeks, which deducted 
from the one hundred and ninety-one weeks, 
would leave a period of one hundred 
and thirty-five weeks with but one hun- 
dred and twenty-eight lessons. This is 
less than a lesson a week for the school 
year, even with the vacation period taken 
away, which really should be the best 
time for music lessons. We find, further, 
that the child, being now eight years and 
ten months of age, was about five years 
old when she began. This is too early 
for the average child, unless very wisely 
directed with a brief daily lesson. Per- 
haps your little daughter has lost interest, 
become wearied because of the early be- 
ginning, and is too rigidly disciplined for 
so tiny a child. As I see it, she has not 
had enough lessons for the number of 
weeks involved. It is unfair to a teacher 
to expect so young a.child to progress with 
one lesson a week, and, from the compara- 
tive table, she has evidently not had even 
that much instruction. 


Not How Much but How Well 

OU EXPRESS dissatisfaction with 

the amount of technical exercises 
given her. Many modern teachers avoid 


(Continued on Page 495) 
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Dry comfortable 
hands—=77 7 


REE yourself from the discom- 
fort of moist slippery hands. 
Even sudden dampness from ner- 
vousness at tense moments can easily 
be prevented by regular use o 
Odorono. : 


Odorono was made by a physician 
to check perspiration where it is dis- 
tiessing—on the hands, underarm, 
neck, etc., and prevent noticeable 
odor and stained garments. Its use 
is advocated by physicians to end 
perspiration embarrassments. - 


Odorono (ruby colored) brings freedom 
from moisture and odor 
used the last thing at 
might once or twice a 
week. Odorono No. 3, 
milder (colorless) is for 
sensitive skins and 
more frequent use At 
toilet goods counters 
35c, 60c. Oxsend 10c 
for complete samples 
to RUTH MILLER, 
386, Blair Ave., Cin- 
cinnati, Ohio. 


Special $1.00 Bargain Offer 
Over $2.00 worth of music for $1.00 


Five Pieces (Sheet Music) For Piano 
Medium Grades 


By Rudolph Polak and Jan Polak 


Inspired Numbers, The Kind You Wanl 
Harlequin (Rouble) Pierrot 50c Send 
Sorrow ---~=-+--- = 40¢ $1.00 Bill or 
Nocturne in C Minor - ~ 40c Money Order. 
Fantasia Slavonic - - - - 75¢ No Stamps 

Total $2.05 Accepted 


SINGLE NUMBER SENT POSTPAID ON 
RECEIPT OF PRICE LESS 25% 


Paramount Music Publishing Co. 
1207 West 37th St. Los Angeles, Calif. 


MUSIC ENGRAVING 


Piano, Band, Orchestra and Octavo work. We 
specialize in book work; also engraved titles. 
Send your mss. for estimate. 
OTTO A. C. NULSEN, 


P.O. Box 774 
124 Government Place Cincinnati, Ohio 


SPARE TIME WORK 


Piano Tuning payseasily $2 to $1an hour. Requires 
about 90 minutes to tune average piano. Pay 
ranges around $5 per tuning. Player work also 
We train you 


brings big pay. No capital needed. 
thoroughly at home at small cost. Two diplomas 
granted. Get our free book—*Piano Tuning as 
a Business.”’ 


MACK INSTITUTE 


Crafton Station, ET-4 + Pittsburgh, Pa. 


MUSIC PRINTERS 


ENGRAVERS +» LIT HOGRAPHERS 
PRINT ANYTHING IN MUSIC BY ANY PROCESS 


WE PRINT FOR INDIVIDUALS 
ESTABLISHED 1e7% REFERENCE ANY PUBLISHER 


emowan LIMMERMANS 2° 


identifies you as one in touch with the higher ideals of art and life, 
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PPentirely new series of musical collections ||_|| THIS “WHOLE WORLD”’ CATALOG FRE 

eon as to every music lover in the United States (not in 


THE a APPLETON P sorte . Canada ) on request. It is an intensely interesting | 
M ASTER we COMPOSER SERIES MUSIC SERIES descriptions and complete contentaiee all the bookees 


listed below. Whether you are a teacher, a student 
or a musical amateur, you will find a number of | 
books for violin, piano, voice, organ, saxophone, © 
etc., which will prove the most satisfactory collec- |) 
tions which you have ever used. Mail us a post- | 
card today with your name and address and the 
catalogue will be sent by return mail. 


THE ‘“‘WHOLE WORLD” \ 
MUSIC SERIES | 


The title of the first volume in this new series is 


SCHUBERT AT HOME 


ComPLETE CONTENTS 
Piano Works 

ALLEGRETTO (PostHUMOUS) 
IMpromMptu, Op. 90, No. 3 
Impromptu, Op. 142, No. 2 
MarcuHe Mititaire, Op. 51, No, 1 
Marcue Mixitaire (Tausic Arr.) 
Marcue Muiritarre (Four-Hanp Arr.) 
Minvet (Sonata, Op. 78) 


Moment Musica, Op, 94, No. 3 : : : : . 

Moment Musica CE ctatE ea.) is the world’s premier line of musical collections 

PETITE ScHERZO el Sr Da, for piano, violin, voice, organ and other instru- 

x Ss 3 ra 

Aur pen Wasser zu SINGEN ments. Each volume contains 256 or more pages 

Ave \\ A; Op: 52 . ‘ 

DGG ae en an, devoted to the choicest classic and modern com- 

Riad diinci nee Dee positions. Printed from engraved plates on clear 

Senpwave, Or. 135 . white paper, and substantially bound in either 

SERENADE, Op. 135 (Four-Hanp Arr.) 

To Be SuNG oN THE WATER cloth or paper. 

‘ Trout, Tue (Die Foretie) 
Price, $1.50 Viaes oe THE (HEIDENROSLEIN) Here is the Complete List of ‘‘Whole World”’ Collections m 
ro Is Sytviai 
Symphonic Works PIANO WPICCOS eeyaictsialels.e/0id »,a]mrloiauareeerageiats'™ $1.25 Modérn » Violin: Preeesaleaenei ere eee $2.00 
: i Anpantge (C Major Sympuony) Modern) Piano. Pieces... .ee.cicctesieies aise 1.25 Violinist’s Book ofaSongsesese.cs:ss oe 2.00 
As im the case of the MeLopy (rom Octet, Op. 166) Matias WASHES Aiea o.0 30: ols vs leleteremeieln tale 1.25 Concert-"Violin™ Solos) Ssguiiistae + secon 3.00 | 
Schubert volume, each Unrinisuep Sympuony, Tie RecitalyuPiamon Iricted a)... «cis itetes ine: 1.25 | Operatic Violin Pieces.......... 4 Aioieoee 2.00 
Pte atin ications UNFINISHED SyMPHONY (l‘our-Hanp) Piano We) Webs) ee mapiavejsjeisis> -\e:0 <s)2MteBstaur sxe 1525 Standard Violin Concertos............ 3.00 
es amie Ps FOS Operatic Works Light Piano Pieces .-......-..0s2-0e0 1325: Light  Violin=Piecess: -12/«\Jetrcitesm ce + sine 2.00 
Composer Series will BALLET Muste (RosaMunpE) (No. 1) Concert Piano Pieces (Paper)......... 3.00 | Encyclopedia of the Violin....... Pee ssi!) 
contain the life-story of Batter Music (RosaMuNDE) (Four-Hanp) Concert Piano Pieces (Cloth).......... 5.00 Children’s SONS M7) ceysielw-«renere’s tata ean 1.25 
Oe tevinvoser, Ma lava ExtR’ACTE (ROSAMUNDE) Modern Opera EISCHONS <5 e's <lctintotents « 1.25 Children’s “Piano ‘Pietes.. 4.0.0.5)... Beppe 
hi Dance Rhythms Grand ‘Opera at Homie......+~..sse0+-s 1.25 | Sacred + Miuste son jeer ratalatn saints sic epemilacg 

number of his most German Dances, Op. 33 Light Opera at Home................. 1.25 | Saxophone Pieces (Eh Alto)....... eeee 2.00 
popular compositions, Mrnuer No. 1 (Postuumous) Gilbert & Sullivan at Home........... 1.25 Saxophone Pieces (C Melody)......... 2.00 
and a serics of interest- Mrnuet_No. 5 (Postuumovs) Songs Whole World Sings............ ee Saxophone Pieces (Bh Tenor)....... ». 2.00 
. Ay, Vases Nosies, Op. 77 Love Songs ......seeccsecesseveseess 1.25 Organ” Bieces| (Raper) Missle veei«=\5-+:0's «+ 3.00. 
mg comments on eac VALses SENTIMENTALES, Op. 50 Ballads Whole World Sings........... 1.25 Organ Pieces (Cloth) ies, 24.0. s sil < - 5.00 
individual work. Wattzes, Op, 9A Wiolinibdecesenlertiartatel dete: t'ssjeuc tdcalare 2.00 | American Home Music Album........ 5.00 


Waxtzrs, Op, 9 (Four-Hanp Arr. 3 : : 
5. inte a Dok ee oe For Sale at all Music Stores (except in Canada) or sent direct on receipt 
For Sale at Music Shops in the U. S. and Canada of marked prices 


D. APPLETON & COMPANY “245s || || D. APPLETON & COMPANY "S02 Se" | 


Just Out! Attractive 6 Page Teaching Piece 
Technic Tales — Basy Little Digits 50c 


Pi (Valse Brillante ) 
eee CARL DEMANGATE 


. ; [ntroduction 
By Loutsrt Ropyn | Médyvato 7 Perit ts 2 = 


MOST attractive book of | 
very easy pieces and exer- | 
cises for children. It is | 

copiously illustrated with fanci- 

ful and graphic drawings, which 
occupy a half-page, to vivify to | 
the eye the music occupying the | 
other half-page. Still further is | 
the child’s imagination stimu- | 
lated by the descriptive inter- | 
lined text to each little piece. | 


OLIVER DITSON COMPANY 


Price, 75 Cents 


Teacher's Manual to Technic Tales 


| HE author evinces in this companion book a sincere desire to 
| i help the many young teachers of the piano in solving their tech- 
nical problems with pupils. A chapter of explanation is devoted 

to each Lesson and contains two lists of excellent “Cautions”: Don’?’s | 
and Do’s. | 
Price, 75 Cents | 


OLIVER DITSON COMPANY 


179 Tremont Street, Boston, Mass. | 


CHAS. H. DITSON & CO., 10 East 34th Street, New York, N. Y. 
USUAL L DISCOUNT TO TEACHERS If your dealer cannot supply you, send direct to 


Try Your Music Store First | CARL DEMANGATE 
| Easy-Music House, 341 Summit Ave., Schenectady, Ne Wy 


t 


When you write to our advertisers always mention THE ETUDE. It identifies you as one in touch with the higher ideals of art and life, 3 


y A restfuland exhil- 
ing 2000 mile trip over 
itiful waterways with al- 
scenery en route. 
around historic 20, ~ 
ac Island, see the Indians at Canadian vil- 
Parry Sd. Take the sight-seeing bus at Detrozt 
Chicago. See Cleveland —spend a full day at 
wo and gaze in wonder at Niagara Falls, the 
greatest cataract. 


Oil-Burning White Liners 


puth American Wa 


you an experience similar to that of an ocean 
ge—comfortable berths or parlor rooms— all 
zooms with windows or port holes. Excellent 
Is daintily served. Rest in quiet on observation 
or joinin the gaiety as you prefer. Music, Danc- 
ntertainments, Games and a Social Hostess to 
troduce you. A voya “ey of invigoration, recreation 
education combined; a different kind of vacation. 


_Semi-Weekly Sailings between 


Ask for illustrated pamphlet at any Railway 
Ticket Office or Tourist Agency or write 


_ Chicago, Duluth & Georgian Bay 
Transit Company 


.H. BLACK, Traffic Mgr. |W. E. BROWN, Gen’l Agt. 
Adams St.,Chicago, Ill. 13 S, Division St.,Buffalo, N.Y. 


lvory- ‘White 


in 3 Days! 


8 to 6 days this totally new: type 
bie mies vivid, alluring beauty to 
skin in a safe natural way. It 
whiteness and velvety smooth- 
ness up from underneath ‘ken- 
weather-roughened surface. The 
ws ivory-white — all trace of 
freckles, tan, roughnessand redness fade 
out. Now—in just 3to6 days youcan have 
radiant, milk-white skin you see only 
| famous beauties. I guarantee these re- 
feds refund money. Ordermy LOTION FACE 
CH today, When the package arrives, pay the 

oatman only $1.50 for the me size bottle. Use it six days. 
if not simply res ng will refund full price with- 

ut question. Virite tod: 


(Mrs.) GERVAISE GRAHAM 
Dept. EG, 25 W. Illinois St. Chicago, Ill. 


oh aoa is the only way to prevent the hair from grow- 
es Easy, painless, hurmless. No scars. Booklet 
cite Ae! enclosing 3 red stamps. We teach Beauty 

J. Mahler, 146-A Mahler Park, Providence, R. I. 


. ADDRESS ENVELOPES 


it home—Spare time. Experience unnecessary. Digni- 
ied work. $15—$25 weekly easy. Send 2c stamp for 
sarticulars. Mazelle, Dept. GG, Gary, Indiana. 


LEARN JAZZ PIANO PLAYING 


Axel Christensen’ 's wonderful instruction book shows how 
0 “jazz up’’ any tune, with breaks, fills, blues, chord 


work. ete. Sent postpaid for $2. Send for free booklet re- 


mating Home Study Course and books on all instruments. 
ers wanted where we are not represented. 


AXEL CHRISTENSEN SCHOOL 


uite 462. 20 E. Jackson Street, Chicago. II. 


LEARN PIANO TUNING 


MAKING TRIALS 
OF TRUE TONE 


\\\ 


f)\ NSS AAR NNN AVUI 


WE TEACH YOU THIS § PROFITABLE 
PROFESSION AT HOME DURING SPARE TIME 


id tor FREE cony of the 30th ANNIVERSARY 

EI ITION of four book, “WINNING INDEPEN- 

5 a US * Read how students mester eae with 
: NE-A-PHONE and WHY our uates 

the profession in all parts of the cad With 

‘yant’s patented devices, tools, a and les- 


ns iplomas gra ; 
N SATISFIED. $10.00 to $25.00 a day, 
a opportunities and an ideal profession 
PHOOL OF TUNING, 32 Bryant Bldg., Augusta, Mich, 


When you write to our advertisers always mention THE ETUDE. 


o— AND A\NswER DepartTMENT 


Conducted By Artuur De Guicnarp 


NO QUESTIONS WILL BB 
ANSWERED IN “THEETUDE™ 
UNLESS ACCOMPANIED BY 
THE FULL NAME AND AD- 


Story of “Faust’—Club Rending. 

Q. For the program of my Study Club, 7 
plan to read the story of the opera “Faust,” 
as nearly in play form as possible, and to 
introduce some of the musie. Will you give 
me the names of the musical numbers with the 
correct time of their movements, especially 
for the “Flower Song,’ “Jewel Song” and the 
“Waltz?”—M. H., Kennebec, South Dakota. 

A. The best thing you can do is to procure 
the vocal score of the opera, which contains 
all you need to know about the play, the musie 
and the metronome times, together with in- 
teresting historical matter by the late H. BE. 
Krehbiel. 


How to Start Teaching Piano. 

Q. Having just finished a course of piano 
study in a well-known conservatory I would 
like to form a class of piano students. People 
appear to doubt my ability to teach, as IT am 
only twenty. Would it help me to become 
known if I formed a class or club in this 
part of the city? How can I go about getting 
together an orchestra—a few violinists, all 
younger children, who would meet at my 
home every weck? How would I go about 
this to make it a sucecss? What other in- 
struments should ve used in such an orches- 
tra? What could we do cach week to interest 
the members? Can you refer me to any books 
to read to help me?—F. P., Buffalo, New 
York. 

A. There are several methods to be em- 
ployed. Make yourself known by planning a 
publie piano-recital. Advertise it and invite 
the newspaper critics. Reproduce briefly what- 
ever favorable criticisms you may have, in 
circular form, and send it with your profes- 
sional card to those who may be interested. 
Make a canvass of acquaintances; let them 
hear you play ; get them interested. Your best 
advertisement will be one pupil who can show 
the result of your good instruction. Unless 
you are a violinist also and able to teach the 
instrument, it is hard to see how a violin 
elass of children or an orchestral combination, 
both directed by you, could help you, unless 
you are a competent teacher of the violin and 
experienced in orchestral direction. Adver- 
tise, and again ADVERTISH, yet always dis- 
creetly and tactfully. As a pianist, success 
in accompanying an. orchestra or singers will 
help you materially; but to direct an orches- 
tra you must have orchestral knowledge, 
which is another branch of music-study. Let 


me recommend “Orchestration,” by Forsyth, 
to you. 
Broken Chords in Accompaniment— 


Mordents, : 

1. When playing a broken-chord with 
with a single note or 
should the right- 
with 
of the broken 
ee?? 


the left hand, together 
straight chord in the right, 
hand note be played at the same time 
note 
“Melody in 


the last 
Rubinstein 


with 
the 


the first or 
chord, as in 


2. When the broken chord is in the right hand 
and the single note in the left, should the 
left hand be played together with the first 
or last note of the broken chord? 3. Should 
the auxiliary note of a mordent aliweays be a 
semitone below the principal note? If the 
sharp is not printed, should it be supplied, 
as in this excerpt from Bach’s first Two-part 
Invention 


reads “B, A®, 


so that the mordent B? or 
should it be “B, A+, B?”’ Does the same hold 
true of the inverted mordent with the auz- 
iliary note above?—B. C. B., Baltimore, Md. 


A. 1. The right-hand note or notes should 
be played with the lowest left-hand note, 
2. Similarly, the first note of the broken 
chord in the right hand should be played 
with the bass note. %. All the notes of a 
mordent should keep in the diatonic scale 
of the piece; thus the “auxiliary” notes 


a whole tone above 
note, according to 


semitone or 


may be a 
the principal 


or below 


DRESS OF THE INQUIRER. 
ONLY INITIALS, OR PSEUDO’ 
NYM GIVEN, WILL BE PUB- 
LISHED WITH QUESTION, 


the scale of 
written. 
fore be: 


the key in which the piece is 
The mordent in question will there- 


Ex.3 


Whenever the auxiliary is 
an accidental (sharp, flat or 
indicated above or below the 
as the case may be. 


intended to be 
natural) if is 
mordent sign, 


Vingering Question—Chromatics. 


Q. 1. Tam having some trouble in finding 
a good fingering for the accompanying pas- 
sages, 


My_ hands are large enough to play tenths 
easily. 2. Is it correct for me to start the 
chromatic scale on D3?—E. S., Denver, 
Colorado. 
A. Finger as follows: 
Ex.2 
A 
3 4 3 a 3 4 
a aoe 1 eee: 


Your question about starting a chromatic 


scale is very vague. A chromatic seale or 
passage may be started on any note: but 


you do not say in what key you are playing. 
If your chromatic scale (or passage) is sup- 
posed to begin on C, you will begin it on 
C. That is all that can be said until your 
question is more precise. 


Uniform Use of Musical Signs. 

Q. Please explain why thirds (?) are 
sometimes marked with the 3 and sometimes 
not. Lor instance, in four-four time, I have 
found in graded teaching-books that on one 


page the 83 occurs ( 


| | and 0 0 A 
se a? 1 on another, 


similar exercise, it does not 


a 
Gj | ). If the 3 
@e@ 


all the time?—L. R., Neweomb, 

A. “Thrirds,’’ by which you evidently mean 
“triplets,” when occurring in duple time, such 
as two-four, four-eight, four-four, and so 
forth, should always be marked with the 3, 
although the faet that triplets such as you 
give are sufficiently indicatéd by them being 
joined together by threes. Of course, in the 
triple time of nine-eight and the duple times 
of six-eight and twelve-eight the figure is un- 
necessary, because superfluous, each beat con- 


sisting of | | | or 
eo@ed @ 


occur 
is necessary at all, why not 


New York. 


Wowever, you are 


quite right; uniformity is very necessary. 
Unfortunately, there are few subjects in so 


chaotic a state as musical signs, 
elature and abbreviations. 


terms, nomen- 


Paul Lacombe—Information Desired. 
Q. Can you tell me anything about a com- 


poser named “Paul Lacombe?” I know noth- 
ing about him save his nationality —H. N., 
Norfolk, Virginia. 

A. Paul Lacombe, a French composer, was 


born July 11, 1837, 
city of the department of 
south of France, on the Mediterranean—a 
city noted as containing the most eomplete 


(Continued on Page 473) 
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To be always “at one’s best 
... whatever else that may re- 
quire of the modern woman, it 
obviously does require complete 
freedom from that unforgivable 
social error, perspiration odor. 

‘Mum’? is the ¢-we deodorant 
cream that gently neutralizes 
all perspiration odor, and keeps 
one sweet and fresh for all day. 

And with the sanitary pad, 
the soothing and completely 
deodorizing effectiveness of 
‘““Mum’’ is welcome to the 
truly dainty woman. ‘‘Mum”’ 
is 35¢ and 60¢ at all stores. 


SPECIAL OFFER 

to introduce Ban 
Ban is an entirely new cream 
Hair Remover — pleasant to use, 
absolutely safe, and will zot make 
the hair grow coarser. Ban simply 
dissolves the hair — quickly and 
comfortably. You will be delighted. 
Ban is 50¢ a tube at your store 

or read our Special Offer. 


‘Mun 


prevents all 
body odors 


Special Offer Coupon 


Mum Mtg. Co., 1119 Chestnut St. 
biladelpbia, Pa. 


~to-use Cream Hair pond = 
() 10¢ for introductory size 


For ‘é0c Postpa id. Mum’’ nn 


paid. 
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It identifies you as one In touch with the higher ideals of art and life. 
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cA seat to match with each \ : ad 4 These exquisite Everett Grand 
piano, also by Everett © Z ‘Pianos are priced from $795 
a to $1350 


There is an Everett made for your home, be it large 
yo it and. or small. Perhaps it is this creation after designs 
originated by the famous London cabinetmaker, George 


EL , Hepplewhite, of England’s Golden Age—an age which 
emuty b} Ng has given us some of our loveliest furniture motifs. 
Whatever is your requirement in design, you will find 


Golden 4A Ge 44), QW YOulS an Everett to delight you. 


And in the Everett mahogany is genuine mahogany 
and walnut, that fine old honest walnut as durable 


; as the ages. 
Every woman longs to own a fine grand piano. g 
Not only for its glorious music, but for the complet- Interior decorators will be sent detail arawings of Everett models 


ing fouchior cistinetion. it gives rouee living eae upon receipt of requests written on their letterheads, 


| Now she may have, at moderate cost, the famous EVERETT PIANO COMPANY 
© Everett in its new beauty of contour, color and SOUTH HAVEN, MICHIGAN 
decoration. 7 Boston : New York ns Chicago 


For the makers of the Everett have drawn upon 


ay : 
the epochal periods of decorative art of England, | G1) ni. | 
France, Spain, Italy and America in faithful adaptations Nei ° . 
to beautify Everett grand pianos and invest them with Pianos 


distinctive beauty to the living room. 


AN EXCLUSIVE CONTRIBUTION TO MODERN HOME BEAUTY 
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FASCINATING PIECES FOR THE MUSICAL HOME 
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* From here go back to the beginning and play to Fine; then play 7rio. 
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A slow, graceful waltz movement. Grade 3. 
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-BACHAUS AND THE BALDWIN a 


Lilting thtu passages of joyous fantasy which require the utmost 
in technique —or thundering dynamically in thrilling climactic 
finale—only the Baldwin can portray the sensational versatility & 
and power of Wilhelm Bachaus. (( The Baldwin, as he says, is more 
than a mete thing of wood and wire; it isa sympathetic, understand- 
ing friend. @ A visit to the nearest Baldwin dealer will reveal to you 
the same perfection of mechanism, the same brilliancy of tone and 
responsiveness of action which have helped bring to Bachaus such 


‘| tare fame. ( Grands $1450, and upward in mahogany. P , 
| THE BALDWIN PIANO COMPANY, CINCINNATI if TaN N O 
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THe Curtis INsTirute of Musa 


~~“ JOSEF. HOFMANN, Director 
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Among the students of The Curtis Institute of Music who have distinguished themselves in public 
appearances are Shura Cherkassky, Lucie Stern and Jeanne Behrend, pupils of Mr. Hofmann: 
Henri Temianka, Lois. zu Putlitz and Iso Briselli, pupils of Mr. Flesch: Charlotte Simons and 
Elsa Meiskey, pupils of Mme. Sembrich; and Wilbur Evans, pupil of Mr. de Gogorza. 
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LUCIE STERN, Pianist. HENRI TEMIANKA, Violinist. 


“That the girl is a prodigy to be ‘A brilliant debut marking the 
marked in superlative terms seemed inception of an important artistic 
never in doubt.”—N. Y. Telegraph,  career.”—N. Y. Evening World, Jan. 
March 20,1928. 24, 1928. 
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LOIS ZU PUTLITZ, Violinist. 


“A tone of extraordinary volume and 
vibrancy.” — N. Y. Evening World, 
March 15, 1928. 


WILBUR EVANS, Basso. 


Winner of the first prize in the 
Atwater Kent National Radio 
Contest. 


SHURA CHERKASSKY, Pianist. 


“A master of tone and a wizard of technique.” 
—Washington Post, Dec. 15, 1927 


ce 
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ISO BRISELLI, Violinist. JEANNE BEHREND, Pianist. 
“Possessed of talents far above the “She showed remarkable musician- 
average, his playing was startlingly ship, brilliant technique and a poise 


mature.” —N. Y. Evening World, Feb. ELSA MEISKEY, Soprano. CHARLOTTE SIMONS, Soprano. that many might well emulate.” 


28, 1928. —Phila. Record, Dec. 13, 1926. 
Miss Meiskey will make her New York “‘A beautiful voice of great freshness 
debut under the auspices of the Curtis and flexibility.” — Phil. Public Ledger, 
Institute on December 3, 1928. Dec, 22, 1927. 
The Curtis Institute of Music offers to its students, in addition to other 
: advantages, regular public appearances during the period 

in of study when warranted by their progress 
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Making Summer Study Count 


MERICA, oldest of great republics of the world and 


ofttimes credited with being the most alert, has gradu-’ 


ally slipped into a habit so wasteful in its educational 

aspects that, if something is not done to remedy the situa- 

tion, great losses to the art of music will surely be in- 
‘ curred. 

While the: citizens of other leading nations have indulged 
in moderate summer recesses from study, in America the va- 
cation period has been growing longer and longer each year, 
until at this time we are confronted with the ridiculous sit- 
uation of asking American students of music to compete with 
the students of other nations who have from one to three 
months more study and practice. 

What is becoming of our American reputation for hard 
and persistent work? Are we making “softies” of our children 
through overdoses of enforced indolence? Our forefathers 
had none of this. Who will gainsay that their labors were 
responsible for our own leadership in so many fields? Are we 
sinking into a slough 
of Roman opulence 
which is undermin- - 
ing our birthright, 
our determination to 
utilize our lives to 
the best advantage? 

Climate has very 
little to do with 
the determination to 
work. Your’ editor 
has just returned from 
a second visit to Cuba 
—that inexpressibly 
delightful island para- 
dise of the Caribbean | 
that always lures the 
visitor back again and 
again. Cuba has a 
-wonderful climate, 
but it is at times ter- 
rifically hot.- It is in 
every sense a tropical 
country. In February 
one can motor com- 
fortably along the sea- 
swept Malecon, in an 
open car, clad in a 
Palm Beach suit. 
During the summer only the refreshing ocean breezes make 
the torrid days endurable. 

Notwithstanding the tropical heat of Havana, no student 
of music ever expects a vacation of longer than one month. 
He is amazed when he learns that music students in the north 
take two, three, and sometimes even four-month vacations, 
and asks, “How can they get ahead in music when they waste 
so much time?” 

The fact is that students who waste their summers do not 
begin to get ahead so rapidly or so securely as those who take 
vacations of moderate length. Thanks to the proverbial Cu- 
ban hospitality, we were enabled ‘to gain an insight into the 
excellent musical work done in Havana, by numerous con- 
servatories and private teachers and in the delightful Cuban 
homes. The students show clearly the effect of hard, per- 
sistent, regular music work, not for merely three-quarters of 
the year but for. the whole year, with only an interruption 
for a moderate vacation. The absurdity of long summer 
vacations becomes immediately apparent. 
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HAVANA’S BEAUTIFUL NATIONAL THEATRE 
THIS BUILDING IS THE HOME OF GRAND OPERA IN THE CUBAN CAPITAL 


As a matter of fact, the student in Havana, who has stud- 
ied music for six years, has really studied about one year 
longer than the American student who has wasted his vaca- 
tion time. The Cuban student’s real progress is out of all pro- 
portion to the time he has studied, in comparison with that of 
many students inthe States. 

The Summer School idea was introduced into American 
musical work through the success of the same principle in 
Colleges and Universities. Now such schools are held in all 
parts of America, giving intensive courses with splendid re- 
sults. lt remains. for teachers and conservatories to extend 
their regular work by means of a special Summer course. 

If this is made sufficiently wide-spread, American musical 
education will be brought back to a rational basis. The boy in 
Kansas City, or Jacksonville, or Ogden, or Bangor, who has 
hitherto had a skimped course of music study will not be 
placed in unfair competition with the brilliant youth from 
Odessa who thinks nothing of working four hours a day for 

twelve months of the 
year with the prayer 
in his heart that he 
may become another 
Heifetz, Elman, Lhe- 
vinne or Gabrilo- 
witsch. 

Our long wasteful 
summer of indolence 
will then be cut down 
to a period corre- 
sponding with that 
which the average 
American family usu- 
ally takes as a vaca- 
tion—two, three or 
four weeks. 

The study of an in- 
strument concerns it- 
self with the problem 
of training the hands 
to obey the mind 
through the complexi- 
ties of music, ancient 

‘ ‘ | and modern. THE 
ott teary ci Askosieted Sicks OE TUDEMNIUSIC’ MAGA 
ZINE has often dwelt 
upon the great psy- 
chological value of 
this important co-ordination of the mind, nerves and muscles. 
This is of far greater psychological and educational signifi- 
cance than most people realize. It presents deep neuro- 
logical problems which have a bearing upon the life of the 
individual. .The organs .of speech, for instance, are very 
definitely related to’manual dexterity. However, the point 
we here desire to leave with our readers is that music study, 
particularly the study of an instrument or of the voice, 
requires continuous, uninterrupted prosecution. It is not 
something which can be taken up and dropped at conveni- 
ence. Two weeks is a very long period to discontinue study 
and practice. 

Let us hope that thousands of parents who read this edi- 
torial will realize the economy of time, labor and money that 
can be effected by continuing the music lessons of their chil- 
dren as long as possible during the summer months. Don’t 
let the heat be an excuse. If it can be done with surprising 
success in tropical Cuba, it surely can be done with equal 
profit in countries to the north. 
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PRINCIPLE AND PUBLICITY 


USICIANS and music teachers are vitally concerned in 

the methods of presenting their professional services to 
the public in such a manner that they: may be justly and ade- 
quately rewarded for their years of preparation, their talents 
and their labors in the field. 

There is one great principle in advertising, and that is in- 
volved inthe very organic nature of all human endeavor. In 
a broad sense, every penny spent in any kind of publicity is 
wasted unless it is focused upon some project which is deserv- 
edly cumulative. That is, there must be “repeat orders.” In 
business any undertaking which does not produce “repeat 
orders’ is known as a “dead-end proposition.” Business men 
in productive enterprises endeavor to avoid “dead-end propo- 
sitions.” 

We have known many professional musicians who have 
been “dead-end propositions.” Some have thrown away thou- 
sands of dollars upon advertising and have for a time secured 
profitable patrons only to hold them for a little while and then 
lose them. Now and then it occurs that the patronage is lost 
through misleading, exaggerated and even false statements in 
the original advertising. The hoodwinked public is usually 
fooled, but for a short time only.. The great industries in 
America that have in many instances been built through ad- 
vertising have found that the truth, the whole truth and noth- 
ing but the truth is all that is necessary to make the background 
of substantial advertising. The judgment, the originality, the 
artistry and the daring of the advertiser in presenting the truth 
so that its force and significance is impressed upon the minds 
of the average citizen has been responsible for the growth of 
great advertising agencies which are now such an essential part 
of American industry. 

At the laying of the cornerstone for a magnificent new 
structure in Philadelphia erected by the Advertising Head- 
quarters of the old firm, N. W. Ayer and Son, Mr. Wilfred 
W. Fry, senior partner, laid great stress upon “the elimination 
of the unfit” from advertising. THE ETupE endorses this very 
strongly. The interests of all musicians are injured by the false, 
exaggerated and misleading advertisements which some mis- 
guided musical “shysters” occasionally get into print. THE 
ETUDE censors its advertisements in the interests of its readers 
who are largely composed of musical enthusiasts in the American 
home. Thousands and thousands of dollars of questionable ad- 
vertising has been rejected by THE ETUDE in an effort to pro- 
tect the interests of readers. Any suggestion of lack of com- 
plete satisfaction rising from any transaction between an ETUDE 
reader and the advertiser will be investigated at once. 

Our careful supervision, however, spares us this unpleasant 
experience. 


THEN AND NOW 


HE King of Dentists stepped to the back of his cart and 
said to the yokels at the backwood’s fair: 

“Just step up, my friends, and I will show you how I extract 
teeth with one hand entirely without pain.” He then shot his 
dirty-vise-like fingers concealing a short iron hook into the vic- 
tim’s mouth and out of the howling cavern came the tooth 
while the King shouted so loudly that the audience could not 
hear the screams. 

“There,” shouted his majesty, “entirely without pain.” 

Possibly he had broken his victim’s jaw, but he had created 
an atmosphere that led to the sale of a score of packages of 
worthless tooth powder. 

Compare this with the practice and equipment of the modern 
dentist in his spotlessly clean, excellently equipped office. 

Is there not lesson in this for the music teachers of to-day? 
Method and equipment are everything. The public, all other 
things considered, value equipment very highly. The music 
teacher must have the very best that the means permit. This 
means the best piano possible, the best and largest musical 
library obtainable, the finest music cabinets, a modern phono- 
graph, a fine player piano, a fine radio, the most appropriate 
pictures, rugs, furniture, draperies, and other appurtenances. 


THE CHILD FIRST AND ALWAYS 


q ese difference between the systems of education ‘of yesterday 
‘and today is obvious to anyone who makes the most super- 
ficial examination of the various educational methods. It re- 
mained for Charles Dickens, with his invincible irony, to expose 
to another generation the fallacy of old-time educational 
methods. 

In those days the core of any educational schedule seemed to 
be the infliction of the intention, the will, the discipline and 
often the very bad temper of the teacher upon the child. Obedi- 
ence, and, at that, iron obedience, was considered the principal 
ingredient. In the country schools the teacher was often selected 
because of his ability to thrash the toughest pupil. The “Hoosier 
Tales” of Edward Eggleston abound with this. 

Since that time, however, there has been a wonderful revolu- 
tion. Education now is based upon the appeal to the child; and 
always the child is given an opportunity to grow as a flower 
grows, to unfold its spiritual petals, to develop its soul, to expand 
its mind. 

The effort in modern education is to avoid in books and 
methods any incumbrances that will draw the mind of the child 
away from things that pertain directly to the child. For this 
reason, directions to the teacher, notes to the parent, are wisely 
omitted. The child’s train of thought is never interrupted by 
something that is beyond his comprehension. 

This is particularly true of the beginner’s book designed for 
use of the musical little child. The gift of writing in a language 
that the child understands is something that is given to compara- 
tively few people. There are educational analysts who have 
made a scientific study of the words that the child does compre- 
hend. Alas, and alack, such analyses, while valuable, do not 
take the place of the gift of writing to a certain juvenile intel- 
lectual appetite. Lewis Carroll imbedded in “Alice in Wonder- 
land” his deep feelings, and Louisa May Alcott taught the lan- 
guage of youth in “Little Men” and “Little Women” in such- 
ingratiating fashion that these works have never lost their charm. 

A good instruction book for little children must do likewise, 
because very few teachers or parents have the gift of concise 
and direct expression in such’ matters, and must depend upon a 
text which is either read to the child or may be read by the 
child. 


RAINBOW DAYS 


ANY of the greatest musical masterpieces of the world 

have been ‘written in the Rainbow Days of the lives of 
their composers—days filled with youth’s gorgeous colors in 
life’s spectrum. 

Walking recently through many of the greatest art galleries 
of Europe, we have been deeply impressed by the extreme youth 
of some of the artists (Raphael, Titian, Perugino, and others) 
at the time they produced these imperishable masterpieces. They 
are the fruit of rainbow days, when hope seems eternal and life 
one glorious experience after another. 

Why do we let our rainbows vanish? Why must the spirit of 
youth disappear before the succession of life experiences which, 
glad or sad, should make living richer and purer for us? 

We see so many musicians whose care-worn faces and hap- 
less expressions make them advertisements of failure. Is it not 
because they have not approached life’s problems with under- 
standing? 

Can it be that they do not know that they can bring back 
the rainbow days if they will only seek the rainbows in their 
own hearts and in the hearts of others? 

Michelangelo may have produced marvelous evidences of 
precocity at a surprisingly early age, but he was an old, old 
man when he finished his masterpiece, “‘Moses,” now in the 
Roman Church of St. Peter in Chains. 

Rubens, in his youth, threw forth work after work with a 
prodigality hardly equalled, but it was not until after vast and 
varied experiences that he produced the “Descent from the 
Cross” (Antwerp), perhaps the greatest of all ecclesiastical paint- 
ings. Rubens never lost his rainbow days—nor did Verdi when, 
as an aged man, he wrote the most masterly of all Italian operas, 
“Falstaff.” 


GUISEPPE MERCADANTE 


APOSER, AND DIRECTOR OF THE ROYAL CON’ 
SERVATORY OF MUSIC OF NAPLES 


Queer Merchandise 


ERHAPS I have exaggerated the 
3 popularity of the four best-known 
politan Folk Songs. Of course, the 
politans are an extremely musical peo- 
. Naturally, opera is their chief in- 
st. What would you think, if you were 
o down a street in Kansas City, as I 
| in Naples, and find, instead of a cart 
ad of bananas or peanuts, a vendor with 
huge stock of opera libretti? The ex- 
groups in picturesque costumes, gath- 
around the cart, were picking out 
favorite operas. Although they cost 
‘seven cents apiece, they were snatched 
. as though they were emeralds and 
.. Doubtless every purchaser was 
@ forward to an hour in Paradise 
gteat opera house of San Carlo. 
aro Amico. San Carlo e’ di vero 
aradisio! The great and pretentious 
of Naples has long been one of 
oremost operatic centers of the world. 
its interior resembles in its pro- 
ions the wonderful Milanese opera 
“La Scala,” going to-opera in San 
surrounded by the explosive, pas- 
warm-hearted, gesticulating Nea- 
ans, is a very different experience 
attending the theater in the great 
cturing and business center of the 
The crowds stream in. They have 
here’ countless times before, but on 
ses of the eager throng there is the 
ion, “Surely life holds no greater 
this.” 
nal building of La Scala was 
in 1737, when George Washington 
boy of five. It was destroyed by 
ng fire in 1816, when the pres- 
was built. Most of the great 
istory have trod its boards. 
Rubini, and Lablache made 
ances at San 
ie | their rich- 


ce. A 
a ‘spark 


Naples is a Song 


(Napoli é Una Canzone) 


TRAVELOGUES—MEMORABLE VisITts TO EUROPEAN SHRINES OF ART 


By JAmes Francis Cooke 


Several years ago Mr. Cooke wrote a series of similar 
articles upon musical conditions in Europe, which were so 
much in demand and so widely quoted that he this time 
visited other musical centers which will be discussed in lively 
and instructive fashion in future issues of The Etude Music 


-Magazine. Next month: 


The Vocal Patron Saint of Naples 
eae TO say, Enrico Caruso, the 


vocal patron saint of Naples, and of 
all Italy for all that, did not make his 
debut at San Carlo, but at the much smaller 
and less consequential auditorium known 
as the “Teatro Nuovo.” Caruso’s rise to 
fame was sensational but not strikingly 
rapid. It was by means of careful study 
and real growth. Many thought that he 
was the untutored son of the soil. ‘Quite 
the contrary was true, and he served a long 
apprenticeship. He was instinctively ar- 
tistic. 

As a boy, he helped as a laborer in the 
excavations of Pompeii. Once he showed 
me a little bit of real bronze, found in the 
ruins about Naples. This he prized above 
all things. He told me that, when his 
voice was gone, he intended to devote all 
of his time to sculpture. In this he had 
already developed uncanny skill. .One 
Christmas he surprised me with a present 
of a bronze bust of himself as Canio in 
“Pagtiacci.”’ It was his own work, a rarely 


“The Grandeur that was Rome.” 


interesting caricature of himself in the 
role to which he brought such great ar- 
tistic power. It is reproduced upon this 
page. Caruso loved his Naples and Naples 
loved him. When he was buried on the 
outskirts of the city in a beautiful mauso- 
leum, his body was visible through the 
glass top of his casket. After many 
months the curious and perhaps less rev- 
erent tourists became so numerous that 
the mausoleum was closed to public view. 

Musicians should know that the word 
Conservatory (conservatorio) originated 
perhaps in Naples. Naples had a school 
of music founded in 1490, two years before 
Columbus set forth from the'port of Palos 
for the New World. This school was 
founded by the Fleming, John Tinctor. 
It was followed by four conservatories, 
which had such unusual names as Santa 
Maria di Loretto, San Onofrio, Di Poveri 
di Gesu Christi (The Poor of Jesus 
Christ), and Della Pieta di Turchini. 
These institutions were designed to con- 
serve (consovare) music from base in- 
trusions. 


CARUSO BY CARUSO 


This reduced reproduction of a bronze statuette, created by Caruso as a 


caricature of himself in the role of “Canio” in Leoncavallo’s “I Pagliacci, 
by the great singer, to Mr. James Francis Cooke, 


presented some years ago, 
the author of this article. 


” was 
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THis Is THE SECOND Part OF THE First ARTICLE IN A LONG SERIES OF MUSICAL 


GIOVANNI PAISELLO 


EMINENT NEAPOLITAN COMPOSER, BELOVED BY HIS 
FELLOW CITIZENS 


The School of “Tiny Priests” 


T THIS date it is hard to tell just 

how they should be distinguished, as 
music schools, from orphan asylums and 
theological schools. The pupils were for 
the most part homeless waifs, often taken 
from the gutters of Naples. The students 
of each school were clad in costumes of an 
especial type and color, designating the 
school. Their heads were shaved and in 
their little gowns they -were often called 
“Preterelli” (tiny priests). Their educa- 
tion was musical, but also theological. 
They helped support their institutions by 
singing at services for the dead. Some 
even carried the dead through the streets 
at funerals. Some acted in the mysteries 
at convents and monasteries. 

The significant fact about these schools 
is that several of the foremost musicians 
of the day taught upon their faculties. 
These included Scarlatti, Durante, Por- 
pora, Sacchini, and others. Moreover, they 
trained many of the foremost musicians 
and composers in Italian musical art. Con- 
fusion resulted from so many institutions 
in one city. In 1808, the real Conservatorio 
di Musica, the great Royal Conservatory 
of Naples, came into existence. This, then, 
is the school that was once directed by 
no less than Donizetti and Mercadante. 
It also had upon its illustrious rolls such 
names .as Bellini, Ricci, and Michael 
Costa. Here, too, studied Leoncavallo. 

In modern times one very distinguished 
pianist, well known to Americans, was 
trained in the Naples Conservatorio. She 
is Marcia Carreras, one of the greatest 
performers of her sex. The dominating 
personality in the field of piano study at 
Naples was Beniamino Cesi, whose piano- 
forte method for years had* been one of 
the most widely used in all of Italy. The 
genial and gifted composer, Alessandro 
Longo, upon whom I had the pleasure of 


calling, is at present the best-known piano 


teacher of Naples. His compositions are 
greatly liked and possess distinctive charm. 
I heard one of his pupils play some of the 
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works of Bach with fine fluency and un- 
derstanding although she was a mere child. 


Where “Atmosphere” is All-Pervading 


F THERE ever was a@ city in the world 
in which the word “atmosphere” has a 


significance, it surely is Naples. True, the 
“atmosphere’ now and then is all too 
pungent for American nostrils. One 


realizes, however, after a glimpse of the 
wonderful Mediterranean metropolis that 
one must live long in Naples to come to 
love it and understand it. There is a 
charm that brings its visitors back again 
and again. Even the dirt of the ages gives 
tones of rich sepias, umbers, maroons, and 
ochres to the scene. Where can one find 
in real life something which seems more 
like the stage of a great opera house? 
Surely that is not a veritable corner, but 
an exit to the wings! The towering steps, 
teeming with life, the age-old architecture, 
always festooned with the variegated 
lingerie of the citizens, male and female, 
the lights, lingering behind curtained win- 
dows, the actors themselves playing their 
part in the great drama of life—these 
make a picture, which we only expect to 
see, when, for instance, the curtain ascends 
upon the first act of “The Jewels of the 
Madonna.” 

At night we climb to the lofty hillside 
overlooking the bay and the glowing 
Vesuvius. An elevator cut into the solid 
rock carries us up to the magic terraces 
of the Bertolini Palace Hotel. Now, surely, 
this is fairyland. This is the dream we 
have carried in our hearts for years and 
then—* !&(X(!*X|) !*(X! JAZZ, JAZZ, 
JAZZ! Che cosa desidera i signori—Blek 
Bawtum. Yays sir, sheeze my beppy.’ We 
turn away in dismay and disgust. 

Yes, “Naples is a Song.” Nowhere in 


For July, our readers may look forward to “The Glory That Was Rome” 


of Flowers.” 


EXTERIOR AND INTERIOR VIEWS OF THE 


the world (excepting possibly Wales) is 
singing loved as it is in Naples. In fact, 
this is so widely admitted that the most 
successful moving picture in Italy during 
the last year bore the title Napoli e’ una 
Canzone. Nor do the Neapolitans make 
any pretense of restraining themselves mu- 
sically. It is a remarkable experience in 
the morning to be awakened at six o’clock 
by the stone masons under one’s window 
essaying some of the tunes from, last 
night’s’ opera. After all, La Donna e’ 
mobile from “Rigoletto” does not make an 
unacceptable aubade. 

Our Puritan mores make it impossible 
for us to sing in the streets. Not so the 
Neapolitan. If he feels like singing, he 
sings, when and where he chooses. It is 
his right. When one sees the beautiful city 
of smiles and happiness, who shall say 
that he has not the advantage over any 
of us? He cannot live his life without 
music. One American musical traveler 
went so far as to say, “Music! Why the 
very plumbing in my bathroom kept me 
awake all last night playing a futurist 
sonata in thirty flats. It was a shame 
Schoenberg, Bartok and Stravinsky could 
not have heard it.” 

Perhaps you may go over the glorious 
turquoise and sapphire bay to unforgettable 
Sorrento. You may stay at the fascinating 
Hotel Tra Montano. Here it was that 
Verdi came for his holiday. The host rev- 
erently shows you his very room, profaned, 
alas! by a brewer from Hambourg on 
a honeymoon with his smiling young bride. 


Tracking the Tarantelle 


At TRA MONTANO you will also 
track the tarantelle to its native heath. 
With a whirl of delightful tunes, the grace- 
ful dancers go through the dance that 


een 


ROYAL SAN CARLO THEATER OF NAPLES 


seems more formal and conservative than 
we imagined it. Where is the hysteria of 
the victim of the bite of the crawling, 
fearful tarantula, which could be cured only 
by the sweat of the frantic dancing of the 
tarantelle? This, at least, we have always 
heard was the origin of the name of the 
dance. The tarantelle, as we saw it, was 
so mild and so pretty that it would hardly 
prove a specific for the mosquito bite. Per- 
haps we expected too much from the 
merry-faced singers and dancers who 
will shortly take up a collection. 

We wander to the court yard, where the 
old host of the hotel points out the spot 
on which Caruso, as a member of the same 
troup or its ancestors, sang, when’ a youth, 
and then, in all probability, passed the hat. 
Who knows—perhaps some of the very 
dancers we see to-night may someday sing 
over the footlights at the Metropolitan and 
bring down a golden rain. Ah! that is the 
dream of every Neapolitan street singer. 

The enchanting beauty of Sorrento will 
lead you on to Amalfi over that perilous 
mountain drive with precipitous cliffs, 
glaring down upon the emerald sea. The 
scar of a recent landslide almost makes 
you wish that you had not taken the 
chance, but the unforgettable charm of 
this, the loveliest road in the world, tells 
you that you would never have forgiven 
yourself if you had not come. Your only 
consolation is in the habit of your driver 
of blowing his horn on any and all oc- 
casions. The Italian chauffeurs drive with 
one hand upon the horn and the other 
upon your nervous system. City traffic on 
a busy day in Rome or Milan sounds like 
a convention of bucolic bands all tuning 
up at once. The only relief is Venice 
which is at least safely insulated from 
automobiles. 


You are overcome with the romance of. 
that marvelous civilization of Amalfi and) 
the picture-like dwelling perched upon the 
cliffs. Somehow you have the sensation 
that you have observed the scene before 
many times painted upon theater curtains 
but never believed that there could be such) 
a land in reality. At Amalfi you will not} 
fail to climb the gorgeous ravine to the 
still lovelier Ravello. There you will visit 
the enchantingly beautiful gardens of the 
tumbling palace of the Rufolu family—the | 
living ruins of untold romances. Great 
poets and musicians have for centuries | 
sought this inspiring spot, surrounding a_ 
Moresque palace overlooking the Medi- 
terranean in the far distance. Was any. 
scene ever more colorful, more thrillingly 
beautiful? There you dream while you 
listen to the battle of a score of belfries 
in the deep valley below, belfries contend-_ 
ing against each other to proclaim the An- 
gelus Hour. We do not wonder that Grieg 
came here from frozen Scandinavia 
find warmth in this irresistible scene. Nor 
do we wonder that Richard Wagner who 
had conjured a Paradise in his imagina- 
tion when he wrote “Parsifal,” here 
exclaimed, “At last I have found ny 
Klingsor’s Magic Garden.” | 


SELF-TEST, (QUBSTION SON MR 
COOKE'S ARTICLE | 


1. What is the advantage of the linear 
pedal marking ? ] 


2. What are the four favorite songs of 
Naples? 


3. For what purposes were m 
schools in Naples first originated? 

4. In what ways, aside from music, was 7 
Caruso gifted? 


5. Give a brief pen picture of Amalfi. 


; and, for August, ‘‘Florence, the City 


Other articles in this series will be announced later. The policy of The Etude Music Magazine is 
to make the summer numbers especially eventful; because we know that many of our most active readers count | 
upon these months for particular reading, study and preparation for the important work of the coming season. — 


i 


THY THE ack 
There are, of course, scores of 
_ singers who affect a detestation of 
core song. ‘‘Why,” they say, “should 
er be expected to tag on another 
ition after he has already com- 
what is supposed to be a master- 
answer, one can only reflect upon the 
al words of Oliver Twist, “1 want 
more!” It is human, when one is 
pleased, to want just another little 
An artist sometimes fails to realize 
is efforts are most appreciated when 
otional interest of the audience is 
to a very high level. He approaches 
e is inclined to call a “cold audience.” 
makes an initial essay. If his person- 
and his art and his voice and the 
rk which he is interpreting has the vital- 
to take the group of people before 


acher Guisteal emotional and human 
he has accomplished something that 
longed to do. — 

¢ 


b rsing That Vague Impression 


EN- THE group has been raised to 
this state he hopes progressively 
h his program to keep up sustained 
t and achieve at the end something 
h will send the audience home with 
than an indefinite reflection of his 
his personality. In this field the 
song often provides the light which 
out the shadows in bolder relief. 

‘he proper use of the encore song is 
mething which demands far more than 
ficial thought. The greatest artists 
re the public today give more attention 
encores than they do to the regular 
s upon the program. 

s say, for instance, that one is sing- 
1 a song as Die Allmacht of Schu- 
rt ere is a work of more sombre gran- 

? It has great ‘oa and rich and 

ful coloring. Its singular dynamic 
felt to the utmost by the audience. 
sung, it never fails to make a deep 
‘ would be perfectly 
-to employ an 


How to Study the 
Encore Song 


Bay Joun Barnes WELLs 
ee "Distinguished Singer and @omposer 


John arhes Wells was born in Ashley, near Wilkes-Barre, Pennsyl- 
a. His early musical training was obtained in the choir of one of 
leading churches of his community. 
er lessons with various other teachers he went to the Syracuse Uni- 
rsity where he studied the musical course at this famous institution. 
New York he studied voice with John Dennis Mehan. 
was a highly paid church singer in leading congregations in the east. 
He entered the concert field thereafter and has since become one of the 
ost demanded recital and oratorio tenors of our day. 

Mr. Wells is fortunate in having not only a splendid vocal training 
ut also a thorough training in musicianship. This, together with a broad 
experience in the vocal field, enabled him to become a composer, and sev- 
eral of his works have proven enormously successful. 
eS” ‘ s 

_ great deal of time to what is known as the encore song. There are 
_ Mumerous delightful compositions in this class from his pen. 


His father was the choir master. 


For many years 


He has devoted a 


artist used stich a song as Dixieland. Now 
there is no objection to Dixieland. There 
are times when this song might be used as 
an encore with tremendous effect. In fact, 
I have seen it used*many times in a way 
in which, in popular parlance, it “brought 
down the house,” but it would be little 
short of artistic murder to use it after 
Schubert's Die Allmacht. Notwithstanding 
this, it is often difficult to go to a concert 
without finding encores that are just as in- 
congruous, An excellent encore after Die 
Allmacht might be the Lullaby of Brahms. 
This, with its ideal delicate melodic outline 
and gentle accompaniment, would “catch” 
the audience at just the right mood and 
permit an enormous decrescendo which 
would be both appropriate and artistic. 


The Seasoning of the Sauce 


N THE OTHER hand, there are times 

when the average audience of the 
present day simply must have, as a tonic, a 
bright and happy encore song. Musicians are 
frequently quite impractical people. They 
imagine that their audiences are made up 
of a homogeneous group of listeners on the 
same intellectual and artistic plane with 
themselves. They do not realize that the 
average audience is composed very largely 
of people who know comparatively little 
about music.. Many of them, particularly 
the tired-business-men group, have been 
coaxed there by artistically inclined wives 
and are simply bored stiff after they have 
heard the first few numbers. 

Men who attend concerts as a matter of 
duty, as followers of social custom or 
through a desire to have their wives shine 
in society, are really martyrs to the cause. 
They are punished from beginning to end. 
This may be good art but it is very bad 
common sense. In a great country like 
outs we must have rungs to the ladder, the 
lower. being just as important as the upper. 
When will our musicians begin to realize 
this? 

There are recital programs so frigidly 
severe in their restraint, so utterly lacking 
in any higher relief, that it is no wonder 
many men claim that they do not like so- 
called classical music. If it were only pos- 
sible to bring in, diplomatically, now and 
then, a little touch of interest or human 
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JOHN BARNES WELLS 


nature, with an appropriate musical setting, 
their opinions would change at once. For 
this reason the encore song has a distinct, 
a pertinent importance in the development 
of the musical art in America at the pres- 
ent time. 


The Piquant Point 


T 1S HIGHLY desirable that there 
should be special encore songs. These 


‘songs should be cumulative, that is, their in- 


terests should develop as they near the end. 
If there are songs with a witty point that 
point should be in the last line so that it 
may be delivered in piquant fashion by the 
singer. J] have heard many recitals where 
the real “hits” of the program, that is, the 
parts which the audience seem to appre- 
ciate the most, were the encore songs. They 
submitted to the classical number in order 
to get the tidbits. Some encore songs are 
veritable masterpieces. These are appre- 
ciated by the cognoscenti. But usually 
those that are most liked are the simple 
ones. 

Of course it is a mistake’ to have too 
many songs that are purely humorous used 
as encores. It is better to sandwich in 
such classics as one can readily find in 
Schumann, such as the Widmung, Der 
Nussbaum and such selections as Franz’ 
Es hat die rose sich beklagt, Grieg’s Swan 
and MacDowell’s Thy Beaming Eyes. 

Certain encore songs gain an enormous 
currency. Such a song as the Old Folks 
at Home, Annie Laurie and The Last Rose 
of Summer have been used so many times 
that it is a matter of audacity for any- 
body to attempt to sing them or use them 
as encores—except artists that have been 
very widely accepted, and are in the “su- 
preme” class, They invite odious compari- 
sons. It is far better to use such songs 
as Duna, By the Waters of Minnetonka 
or Dream Port. 


Delving for Songs 


T HAS ALWAYS seemed to me that 
in the making of recital programs there 
has been a great deal of neglect on the 


part of the singer in delving into the 
folk-song literature. Foster wrote a vast 
number of airs, as have the other folk- 
song writers of his type. They have not 
had the currency because they have not 
been well sung, but they all have inherent 
beauty and many of them deserve wide 
revivals, 

Two or three songs are often the maxi- 
mum number of encore songs chosen by 
singers, They should know dozens and 
prescribe them for particular occasions. 
Sometimes the encore song will save the 
day. One time when I was singing in a 
large armory in an eastern city I chose as 
an encore song something which proved 
extremely humorous at that moment. The 
song is called The Owl and the story tells 
of the owl who, when he goes a-wooing, 
calls too-wit-to-woo. One night when he 
went out he discovered before he left his 
nest that it was streaming rain, so his 
song changed to Too-wet-to-woo. A ter- 
rific rain storm was impending and, just 
at the right moment, it commenced to 
pour, with the line too-wet-to-woo. The 
audience was brought to tears of laughter 
and changed what might have been a very 
disconcerting situation into a pleasant one. 

There are scores of excellent encore 
songs but as I have said before one should 
not content oneself with knowing just a 
few but should know a large number and 
have them ready at instant call. They are 
one of the most important artistic tools 
of the practical hard-working public 
singer. Special study upon encore songs 
will always repay one for the effort. 


SELF-TEST QUESTIONS 
WELLS’ ARTICLE 

1. What, concisely, should the encore 
song accomplish? 

2. How should the ending of special 
encore songs be characterized? 

3. Why is it unwise to use such a song 
as “Annie Laurie” as an encore? 

4. From what source may a large num- 
ber of encore songs be derived? 


ON MR. 
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BEETHOVEN AND GOETHE 


Fourth in a Series of Dlasterly Etchings by Narn Bauer, presented for 
the first time in America, by Ghe Etude ACusic JWlagazine. ‘s 


le BOND between Beethoven and Goethe was one of rich artistic under- | 
standing. Goethe’s long life of eighty-two (1749-1832) encompassed that of -@ 


Beethoven (1770-1827). The most of Beethoven’s songs were written to words by a 
Goethe. The composer’s greatest contribution to the poet, however, was his music 
to Goethe's “Egmont.” Both men were individuals of powerful romantic feelings; 
and at the same time both possessed pronounced philosophical tendencies. They 
were the giants of that unequaled creative period in Teutonic history, which was 


K to mean so much to all the world. 


p BTUDE 


ONSIDERABLE EXPERIENCE 
Zz with pupils who claimed to have 
been taught the weight system of 
playing has constrained me to in- 
“Do the majority of these pupils 
what weight playing really is?” In 
might be asked, “Did their teachers 
what is meant by weight playing?” 
is so easy to take up a shibboleth—to 
@ war cry. But, “Does it mean 
=?” 
is weight touch? 
a concentration of power at a given 
Every muscle, not necessary at this 
‘must be relaxed. For instance, in 
inary five-finger exercise which is 
low, the thumb of the right hand is 
mployed- in the attack on Middle C. 
| power must be used for the thumb 
e the key with sufficient weight to 
it immediately to the key-bed. 
y other finger of the hand must be 


rik 


hen the second finger follows with the 
key, the weight first given to the 
nb is transferred to it. As the second 
sr descends, the thumb ascends. When 
thumb ascends it is not to be jerked 
‘up or pulled up. It should follow as the 
atural reaction to the descent of the 
second finger. Only in this way will it 
ascend without tension. When the second 
r descends, all the weight previously 
ed in the thumb is removed from it. 
ie same principle must be carried out 
the second finger passes to the third, 
‘ third to the fourth, the fourth to the 


a) Firm attack; weight on the thumb; 
maining fingers relaxed. ' 

(b) Weight transferred from the thum 
to the second finger; remaining fingers 
Relaxed. 

(c) Weight transferred.from the second 


to the third finger; 
‘relaxed. 
oo Weight transferred from the third 
the fourth finger; remaining fingers 
oes 
~ (e) Weight transferred from the fourth 
to the fifth finger; remaining fingers 
relaxed. : 
_ We now are ready for the left hand.” 


remaining fingers 


7 sia 

(a) Firm attack; weight on the fifth 
er; remaining fingers relaxed. 

(b) Weight transferred from the fifth 
the fourth finger i remaining fingers 


©) Weight transferred from the fourth 
the: third” finget 3 remaining fingers 


Weight branisented from the third 
: nmecpned finger; remaining fingers 


Weight transferred from the second 
to the thumb; remaining fingers 


of these exercises may be prac- 
thagpoten moving in the direc- 


By Ernest R. Krogcer 
Noted American @omposer, Pianist and Geacher 


tion opposite to that given; in which case 


the plan is identical, with movements 
reversed. 
When the left hand is practiced the 


fifth finger begins on C an octave below 
that used by the right hand. . This is nat- 
urally not so strong a finger as the thumb 
of the right hand. Care must be taken 
that it is not used with a punch, a push 
or a shove. The weight of the finger itself 
must cause the key to go to the bottom 
of the dip of the key. The remaining 
fingers follow in a manner similar to that 
of those of the right hand. 


Analogy to Walking 


ALKING illustrates the principle 

of the “transference of weight.” 
When the right foot is used, all the weight 
of the body is placed upon it. When the 
left foot follows, the weight is taken off 
the right foot and transferred to the left. 
There should be no tension or rigidity in 
the body. 

If the common arpeggio is practiced, a 
gentle swinging or rocking movement is 
employed. The hand should not be held 
in a taut or immovable position. 


Ex.3 
Right Hand 
Largo 


(a) The thumb of the right hand falling 
with its weight on C; the remaining fingers 
relaxed. 

(b) Weight transferred to the second 
finger; the thumb moves to a position just 
under the second finger; the wrist turns 
a little outward. 

(c) Weight transferred from the second 
to the third finger; thumb moves to a 
position directly under the third finger; 
wrist bends farther outward. 

(d) Weight transferred to the thumb as 
it falls on C; wrist bends distinctly out- 
ward. In returning the fingers prepare to 
cross over the thumb. 


ERNEST 


The left hand, descending, corresponds 


in its motions to the right hand when 
ascending, 
Ex.4 
Left Hand 
Largo 
a b ¢ d 
~ oo s 1) 
=e 
1 2 4 4 


(a) The thumb of the left hand falling 
with its weight on C; the other fingers 
relaxed. 

(b) Weight transferred to the second 
finger; thumb takes position under the 
second finger; wrist bends outward. 

(c) Weight transferred to the fourth 
finger; thumb takes position under the 
fourth finger; wrist bends outward. 

(d) Weight transferred from the fourth 
finger to the thumb; other fingers relaxed; 
wrist bends outward. 

The wider the interval of the arpeggio, 
the more rotary motion must be used. 
For example, in the Etude in C, Opus 10, 
No. 1, by Chopin, the thumb strikes C 
firmly; the second finger follows on G 
and the third finger on C, so that when 
the fifth finger strikes E the -thumb is 
over the key C (an octave from the first 


key), which it strikes with no thump 
or knock. 
Ex.5 

pe eae 5 


In the course of the progression the 
thumb moves towards its goal after the 
initial attack. The accent comes on the 
fifth finger, and the legato must be perfect. 

In order to accomplish this smoothly 
the wrist is elevated considerably. Strong 
advocates of the rotary principle believe 
that a trill or any form of legato should 
be played with a rocking motion. The 
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writer does not agree with this. The body 
should not sway from side to side unneces- 
sarily, when one foot follows the other in 
walking. This principle is, of course, a 
reaction from those methods published dur- 
ing the past generation, when fingers were 
mainly considered and the arms mentioned 
but little if at all. 


The Great Goal 


HAT IS the great thing to be de- 

sired? It is to obtain the greatest 
possible results with the least possible ex- 
penditure of energy. Any motions of arms 
or body which distract the listener and 
cause his attention to be drawn to these 
motions, instead of to the pianist’s inter- 
pretation of the composition in hand, are 
to be discouraged. 

Look at three great artists whose repu- 
tations are unquestioned: Godowsky, Hof- 
mann and Rachmaninoff. Notice how 
quietly they sit. There are no unneces- 
sary movements. Everything is done with 
a minimum of motion. They realize that 
the mission of the pianist is to convey 
to an audience the message of the com- 
poser. This is as it should. be. When the 
artist tenders Beethoven’s Sonata Appas- 
sionata, his aim should be to. adhere as 
closely as possible to the spirit of Bee- 
thoven, and not to display such eccentri- 
cities or idiosyncrasies as he may happen 
to possess. 


The Key Attack 


N REGARD TO the “attack” of the 

key when producing a tone, the lack 
of freedom or of resilience, found in the 
playing of most sttidents, is all too notice- 
able. The fact is that too few “methods” 
pay sufficient attention to the vertical mo- 
tion of the wrist or arm. Also, too few 
teachers instruct their pupils in proper 
“attack.” Notice the great pianists and see 
how freely their arms are used. Such 
artists as Paderewski, Bauer and Lhévinne 
sometimes raise their arms eight or ten 
inches above the keys. But many inferior 
pianists approach the keys with scarcely 
any perceptible raising of the wrists or 
arm. The result is that their dynamics 
are monotonous. Their playing has no 
color or varicty. 

When students, 
lacking in quality, 


is dull and 


writer, he 


whose attack 
come to the 


gives them exercises of the following 
nature. The right arm is raised about a foot 
from the lap, completely relaxed, and 
then allowed to fall entirely of its own 
weight. This is repeated ten or twelve 
times. The left arm is similarly treated. 


Then the two arms are given practice in 
falling together. 

The next thing is to approach the keys 
in the same manner. Let the arm fall 
to the lap; raise it; then let it fall to 
the keyboard, striking Middle C with the 
third finger, 


a Arm falls;third 
: , rm falls; thir 
Right Hand finger strikes key. Five times 


——— 


© Arm falls > Arm falls © 
on lap. on Jap. 
Do this about fifteen times. Exercise 
the left arm in the same manner, an 


octave lower on the keyboard. Then try 
the two together. 


Now experiment with thirds instead of 
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single notes. Take C and E with the 
second and fourth fingers of the right 
hand. 


Arm falls; fourth 
and second fingers 
4 strike keys.. 


- 


‘Five.times 
4 , 


Ex.7 


Arm falls ~ 
on lap. 


Arm falls 
on Jap. 
Try this an octave lower, using the sec- 
ond and fourth fingers of the left hand. 
Follow this ‘with sixths, E and C, with 
the thumb and fifth finger of the right 
hand, 


Arm falls; fifth 
finger and thumb. 
5 Strike keys. 


Ex.8 


Five times 
5 


Arm falls 
on lap. 


Arm falls 
on lap. 

Now do it an octave lower, with the 
thumb and fifth finger of the left hand. 

When the “attack” in each instance has 
been secured, then a continuous scale in 
the same intervals, for the distance of an 
octave, may be practiced. Do this first 
with hands separately and then together. 

In this way the student will be- 
gin to feel that it is not essential that he 
hold his hands immediately over ‘the key- 
board; also that, if his attack is to secure 
quality and nobility of tone, he is obliged 
to get his hands at least two or three 
inches from the keys. 

The fact is that in the past, in most of 
the “methods” or “systems,” practically 
the entire attention was centered on the 
fingers. Very little emphasis was laid on 
the services of the wrists, arms or shoul- 
ders, in the production of tone. The re- 
sults obtained were of a scintillating or 
glittering character. Many pianists, edu- 
cated in this way, were simply human 
player-pianos. With the advent of relax- 
ation, devitalization and freedom, have 
come color, nuance, and graduation of 
tone. The pianist with “fingers of steel” 
has found it necessary “to tip the fingers 
with velvet.” 

In expressive melody playing, weight 
touch brings out the character and quality 
of the theme much more than any other 
touch. The wonderful recitativi in Bee- 
thoven’s beautiful Sonata in D Minor, Op. 
31, No. 2, are quoted for illustration. 


Ex.9 
Largo 
senza rigore del tempo, guast recitativo 
a ‘ x 37 2 


A slowly rolled chord serves as a sup-' 


port to the two recitativi. The single notes 
are played with the so-called “pressure 


touch.” The fingers sink into the keys, 
with little or no percussion, The knuckles 
depress, and the wrist rises. Various de- 
grees of weight are necessary, in order to 
bring into prominence the important notes 
and to subdue the unimportant ones. If 
these recitatives are played with due re- 
gard to their character and with the proper 
weight for correct balance, they will leave 
an impression of sad longing almost im- 
possible to duplicate in piano music. 


The Artist's Variety 


HE PUBLIC is now thoroughly ac 

customed to hearing artists who play 
with an infinite variety of shading and with 
all-sorts of effects. Colorless, inexpressive 
piano playing no longer meets with ap- 
proval. That is why the “weight” system 
finds favor with thoughtful teachers and 
students. They discover that it produces 
a variety of tonal effects with a minimum 
of effort. In other words, piano playing, 
based upon the weight principle, becomes 
musical. The machine-like percussion in- 
strument, through it, becomes a means of 
conveying tonal beauty. 

Why has it taken so many years to real- 
ize this? Surely the great composers for 
the piano—Beethoven, Chopin, Schumann, 
Liszt and Debussy, to name but a few— 
felt that the piano possessed color effects. 
Certain interpreters of their works have 
been able to secure them. But, judging 
from the many methods and text books 
written for students, one would think that 
the piano is mainly a means for working 
out mathematical problems in the driest 
possible manner. In fact, music was fre 
quently left out of consideration, and prac- 
tice on tables, dumb pianos and other de- 
vices was encouraged. 

The weight principle is simply the natural 
manner of extracting tone color from the 
piano. From being considered a dry, dull, 
leaden sort of an instrument, the piano is 
now reckoned to contain elements of gen- 
uine beauty. Under the fingers of an artist 
of the first class, an audience listens to a 
recital of two hours, demands encores for 
another half hour, and even then is loth 
to leave the hall. The piano is truly “com- 
ing into its own.” 


SELF-TEST QUESTIONS ON MR. 
KROEGER’S ARTICLE 


1. What is Weight Touch? 

2. What must be the condition of all 
muscles not in use, when employing the 
Weight Touch? 

3. How should the rotary 
varied in playing an Arpeggio? 

4, Technically, what is the great goal 
in playing ? 

5. What qualities do we expect in the 
playing of artists? 


motion be 


PCusical Beauty Parlors 
By ALicE Horan McENENY 


PERHAPS among your pupils is one with 
whom you do not enjoy working because 
of her colorless and inartistic playing. 
Why not try a new mental attitude toward 
her? 

Imagine, when she comes to her next 
lesson, that she has come to you, the 
proprietor of a musical beauty parlor, 
for ‘treatment. First, apply the tonic 
astringent of constructive criticism and 
the healing salve of deserved praise. 
Thoroughly massage and manipulate her 
faulty technic until it begins to seem clear 
and to shine and glow with musical health. 

The subtle perfume used is distilled 
from the spirit of artistic interpretation. 
The finishing touch is a film of “Person- 
ality Powder.” Success in artistic piano 
playing will reward the faithful in the 
use of this treatment. 


THE PyCUSICAL HOME READING GABLE 
Anything and Everything, as long as’ it is 


Instructive and Interesting 
Conducted by 
A. §. GARBETT 


Break fast With Brahms 


Arter Robert Schumann died, Clara 
Schumann depended very greatly upon the 
friendship of Johannes Brahms, whose 
genius Robert had discovered. Brahms was 
a constant visitor at the house and at one 
time gave lessons to Clara’s daughter, Eu- 
genie. It is from the “Memoirs of Eu- 
genie Schumann” that the following inti- 
mate glimpse of Brahms in the Schumann 
home is extracted: 

“The nicest time of the day used to be 
breakfast time. When I came down into 
the dining-room I saw nothing at first 
except thick clouds of tobacco smoke, 
pierced by Mama’s affectionate, good-morn- 
ing glance. Brahms was more difficult to 
discover, and I read a slight disapproval 
of my late appearance in his look. He was 
an early riser and often used to tell us in 
Baden, ‘You don’t know what you are miss- 
ing when you are not in the woods by five 
o'clock.’ I admit that it was a bad habit 
to get up so late, The awkward 


©schaikowsky’s Humility 


Humility is not perhaps the keynote of 
the rising generation. Wherefore there 
may be some profit for music students in 
reading what Tschaikowsky wrote in a 
letter to his sister in 1862, quoted in Mo- 
deste Tschaikowsky’s biography of him: 

“T have entered the newly opened Con- 
servatoire,” he says, “and the course be- 
gins in a few days. . As you know, I have 
worked hard at the theory of music during 
the past year and have come to the con- 
clusion that sooner or later I shall give 
up my present occupation for music. (He 


Scottish Caution 


Tue Fred E. Weatherley, who wrote 
the words of “Darby and Joan” and so 
many other songs, is also a lawyer and has 
published a book of reminiscences under 
the title of “Piano and Gown.” He tells 
an amusing story of “Darby and Joan.” 

“At a ‘perpendicular’ in Oxford (a 
party where you had to stand up because, 
through insufficiency of chairs, you 
couldn’t all sit down),” says Weatherley, 
“a dear little woman, the wife: of one of 
the Fellows of St. John’s, asked me to ac- 
company her in ‘Darby and Joan’ Of 
course, I was delighted. The first verse 
went all right, but she embarrassed me 
by skipping the second and turning on 
to the third and last verse. She sang the 
song very well—rather demurely, I re- 


Changing Dylusical Standards . 


The changes in musical standards are 
so rapid mowadays that Ernest Newman, 
foremost of living English music critics, 
permits himself a note of despair in his 
recent book, “A Music Critic’s Holiday.” 
“There are epochs in which this problem 
of judgment becomes particularly acute,” 
he says. “The present is one of them— 
and only the second, perhaps, in all his- 


moment passed, and kind Marie (an 
sister) having given me my tea, I still 
aged to catch some of the cosy morn 
talk, which embraced large and small in) 
terests; even a little gossip did not 
amiss. ; ‘ 
“. . . . We would often sit talkin 
for a long time, but Marie reminded hin 
sometimes, ‘Herr Brahms, you really n 
practice now or you will not play properl 
at the concert.’ Then he always got uj 
obediently and went into the music roon 
with his beloved cigar; presently we hearc 
the vigorous attack of his two fifth fingers. 
one at each extreme of the keyboard: anc} 
arpeggios in counter movement througt| 
endless modulations followed. ‘ 
“Interesting as ‘his playing was, there 
was always something of a fight or ani- 
mosity about it. I do not believe thai 
Brahms looked upon the piano as a deat 
trusted friend, as my mother did, but con- 
sidered it a necessary evil with which one 
must.put up as best one could.” 4 


was a government clerk in St. Petersbut 
now Leningrad.) 

“Do not imagine I dream of being 
great artist... . I only feel I must 
the work for which I have a vocatia 
Whether I become a celebrated compos 
or only a struggling teacher, it is all t 
same. In any case my conscience w 
be clear, and I shall no longer have ar 
right to grumble.at my lot. Of course, 
shall not resign my present position until 
I am sure that I am no longer a clerk, 
but a musician.” 


member that I thought. Later in the 
evening 1 happened to drift up agains 
her husband and murmured my praise of 
his wife’s singing, adding: 
“‘But why did she leave out the second 
verse?’ 
“Opening his eyes very widely, he 
in broad Scotch: ‘The wafrds, my friend 
Do ye no ken the warrds?’ 
“T said I thought so, and repeated the 
opening lines of the second verse: 
Darby dear, but my heart was wild, 
When we buried our baby child. 
“Well,” he said, ‘of course she couldr 
sing that,’ . 
““But why?’ I asked. 
“Why! I’m surprised at ye!’ he an 
swered. ‘Don’t ye ken she’s never ha 
a baby?’” } 


tory in which the past and future of mus 
have for the moment seemed to be i 
reconcilable. For some three hundré 
years no such problems have faced th 
critics as those that now confront us. — 
“During those three hundred years 
development of music, despite the diffe 
ence of genres, has been virtually a 
(Continued on Page 473) — 
al , 


5. 
? 


PRESUMING that every piano- 
e student knows that all diatonic 
es (major and minor, sharps and 
nsist, of seven (not eight) keys. 
eighth ‘one is, in reality, the com- 
ent of another scale, in a higher 
rer position on the key-board, but does 
long to the preceding octave. The 
vould be complete without its eighth 
It is generally added to give the 
ormance a “finished” but quite con- 
onal halt at which to stop. You may, 
choose, begin the C major scale or 
on any other key than C; so long 
ti have introduced no sharps or flats 
will have played the C major scale, as 
, pieces exemplify, For practicing, it 
al (but not compulsory) to begin 
end on the key-note of whatever scale 
ing played. ¢ 
ly seven consecutive keys form the 
Iled “octave.” No octave holds two 
's of the same name, as no week holds 
days of the same name. If you com- 
nce your week on a Sunday morning, it 
ends on Saturday night; if you begin on 
a Tuesday your week ends on Monday, as 
every lodging-house keeper well knows. 


‘The Octave 


, IN PLAYING the seven keys of an 
octave, you employ tliree consecutive 
rs and then again tliee, you will have 
ed but six of the seven keys you 
yvanted: one too few. And if, with the 
me object, you employ four fingers and 
en four again, you will have played 
, not seven keys: one too many. It 
lows, therefore, that, to cover seven 
(not six or eight), you must employ 
and four fingers alternately—never 
wice three or twice four consecutively. 
‘If at any time in the course of a scale you 
‘5 d be doubtful what fingering to em- 
y in the next group, you have only to 
ount how many fingers you have just 
1d to settle the point. If they were 
ree, your next lot should be four, and 
they were four, your next lot should be 
ree. There is no exception to this rule; 
tains for both hands, whether in as- 
ling or descending. 
e little finger, often employed for the 
key by the right hand, and the little 
zer, often employed for the lowest key 
‘the left, do not count as part of such 
ing. They occur only once in an 
nded scale of sevgral octaves, acting 
B. policertin to define the boundaries of 
journey. © 
ne three positions of the common 
ord are fingered alike in all tonalities— 
hat if you have once grasped how the 
major chords are fingered you will 
how to finger the other twenty- 
. Consider, therefore, C major to be 
oe for the entire twenty-four, and 
Fong the pening of each posi- 


» second 


One Hour at the Piano 


By Francesco BERGER 
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Part II. 


position (the middle one of the three), the 
fingering for both hands is alike, they both 
have the fourth finger. 

I repeat: the fingering, as here shown 
for C major, is to be employed for the 
common chord in all other tonalities, with- 
out exception. The extended arpeggi of 
these chords, consisting, as they do, of mere 
repetitions of initial positions, are, of 
course, to be fingered in precisely the 
same way; and I advise that all arpeggi 
commencing on a black key be practiced 
with this C major fingering for at least 
three months before proceeding to that 
fingering which is peculiar to each. 

After having worked at extended ar- 
peggi in all tonalities with the C fingering, 
those of Db, Eb, Ab and Bb should be 
practiced by starting them with the sec- 
ond (index) finger, and placing the thumb 
on the first white key encountered in as- 
cending, so that the right hand will play: 
Zelea2, 4,-ane) the left: 27) 4,-2) -Dhis 
applies to major and minor arpeggi alike, 
with the exception of E-flat minor and 
F-sharp major, which, consisting solely 
of black keys, will require the C fingering. 

For the’ chromatic scale in single 
notes, several systems of fingering have 
been suggested. Some of these are quite 
desirable in exceptional cases, and the ad- 
vanced student will decide which one to 
adopt in a particular case. But for gen- 
eral purposes it is best to keep to what 
is the most usual system, viz. to consider 
thumb and third finger (1 and 3) swuffi- 
cient, reversing the index finger for those 
two points in every octave where there 
are two white keys without an interven- 


ing black one. Thus: 
Ex.2 ray 
Right 
ight Han : . 2 


4 


With the same fingering in descending. 

For chromatic scales in minor thirds, it 
is best to consider 144 and % as being the 
normal fingering, with % at exceptional 
points. 


4 
R 
H 


Thus: 


ight Hi land ue! 


With the same in descending. 


x5 ' 3 
Left Hand 3 


With the same in descending. , 
For diatonic scales in thirds, 1 advise 


}} students to remember that, like those of 


single keys, they are to be fingered in 
two groups, a group of three followed by 
a group of four—never twice three or 
twice four in succession. 

The hands, if placed over the key-board 
naturally, can, without any effort, cover 


only three steps of the scale in thirds, viz: 


i Hi : in the right hand ascending, and 
3, i, 3, inthe left. Let us call these the 


“natural” position for both hands. If, 
after using it once, we repeat it, we shall 
have covered six steps of the required 
seven that constitute an octave. What is 
wanted is some fingering for the seventh 


step, and this is met by using H 
right hand and } in the left. 


call these the “artificial” positions. By 
adding them to the others, we are able 
to cover the seven desired steps. 

The technical difficulty which this 
method presents can be overcome by prac- 
ticing it away from the key-board; any 
flat surface, such as a table, will answer 
the purpose. The thumb will have to 
learn to glide from one key to the ad- 
jacent one on its right as well as on its 
left, without jerk or perceptible break. 
Thus: 


Right: i} 7} 


in the 
Let us 


in ascending, or 


in descending. 


— 
ee 
Se 1 1 H 
Left: at a in ascending, or 
= 
a} 3t in descending. 


When the knack of doing this has been 
acquired, its application will divide the 
octave into two groups of fingers: a group 
of three followed by one of four, or wice 
versa. A scale of two octaves will there- 
fore be fingered ascending: 


Rights ija}sy> thiba}s}) t}i}s} 
ibi}a}3}> 


— 
with the same fingering reversed in de- 
scending, 


and so forth. 


—_— a 
Left: shatsjat> staat» shababal 
avinE and so forth. 


with the same fingering reversed in de- 
scending. 

This fingering will serve for all scales 
that commence on a white key, viz: C, D, 
E, G, A and B, but will not serve for 
the two scales of F. In this it will be 
necessary for the right hand to start 
ascending with a group of four steps, fol- 
lowing it with a group of three, and re- 
versing this order in descending. The 
left hand will do precisely the same. 

Diatonic scales in thirds that start on 
black keys will require special application 
for each one, which every alert student 
can easily find for himself, always bearing 
in mind that the same principle of finger- 
ing—groups of three steps and four alter- 
nately—applies to them all. 

ROUTINE OF PRACTICE FOR 
THOSE WHOSE TIME IS LIMITED 
TO ONE HOUR. 

A, Diatonic scales in contrary motion, 
beginning from center of key-board, with 
hands an octave apart, extending to two 
octaves without any stop. Thus: C major 
three times then C minor three times, to 
be played three times without break, form- 
ing 18'scales. The others, to be practiced 
in the same way on descending semitones: 
B major, B minor, B flat major and 
minor, and so on. 
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B. Arpeggi in parallel motion, first posi- 
tion only of common chords, from the 
lowest octave to the highest, in the fol- 
lowing order: C major once, then C minor 
ence, to be played three times without 
break. Then, by ascending semitones: 
D flat major and minor, D4, Eb, E+, and 
so forth. 

C. Scales, in double notes of major 
thirds, from lowest to highest octave, in 
parallel motion, in this order: C major 
once, C minor once; ascend by semitones: 
Db, D4, Eb, E4, and so on. 

D. Scales in single notes, in parallel 
motion, from lowest to highest octaves, 
thus: C major once, C minor once, to be 
played three times without break. Then 
D flat, D natural, E flat, E natural, and 
Sso-On:; 

When minor scales are mentioned by 
me, it is always the “Harmonic” form that 
is meant; for this, and not the “Melodic,” 
is invariably understood in England and 
America when the other form is not 
specified. 


A Working Plan 


HE AMOUNT of technical work here 

prescribed will occupy little more than 
thirty minutes, and should always precede 
any other practice. It has proved per- 
fectly successful with hundreds of my 
pupils, and is confidently recommended to 
those whose time for practicing is lim- 
ited. Those who can devote more time, 
should repeat each section ad lib, in my 
prescribed order, and may add variations 
of the same materials. 

All scales in single notes should at all 
times be accentuated as triplets, not prac- 
ticed (as they generally are) in groups of 
four. By this plan, the slight accent on the 
first note of each triplet will not always 
fall to the same finger, nor on the same 
key. 

All arpeggi of common chords should 
at all times be subdivided into groups of 
four notes, not practiced (as they gen- 
erally are) in groups of three. By this 
plan, the slight accent on the first note 
of each group will not always fall to the 
same finger, nor on the same key. 


Some General Remarks 


W/E THE hands are far apart, as 
happens in s¢ales or arpeggi in con- 
trary motion, it is obviously impossible for 
any human eye to watch the right hand in 
the extreme “North” and the left hand in 
the extreme “South” at the same instant. In 
such cases it becomes necessary to devote 
special attention to one or the other of the 
two, and, according to circumstance, to 
settle which is the more in need, allowing 
the other to take care of itself. In no case, 
and not on any consideration whatever, 
must both hands be allowed out of mental 
control at the same time, while the student 
is thinking of some other matter. Purely 
mechanical exercise, without purpose, con- 
centration and patience, will lead nowhere. 

There are times in our lives, such as 
during illness, when traveling or when stay- 
ing in a house that boasts no piano, when 
regular practice is impossible. But, when 
these deterrents are absent, the golden rule 
for all serious workers is “Regularity.” 
To omit one day’s practice, and think that 
such omission can be made up by doing 
double time on the next day, is building on 
sand. Lost hours never can be replaced. 


Aa 
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Getting Back into “Form” 


HEN, after enforced remission of 

practice, habitual work is resumed, 
you will encounter extra difficulty ac- 
complishing what, before the break, was 
quite easy—it did not tire you then, but 
it does now. Do not let this deter you. 
It is dear old Nature asserting herself, and 
your business is to battle with her, and to 
overcome her resistance. It is quite usual 
for a feeling of weakness and reluctance 
to creep into the fingers on such occasions, 
and to continue to hamper them for the 
firs? ten or fifteen minutes; but do not let 
this alarm you or induce you to stop. It 
is remarkable how soon the former fa- 
cility returns by persistent and increased 
‘effort. Five to ten minutes more will work 
the miracle. This, of course, does not ap- 
‘ply to cases of long interruption; for cul- 
prits guilty of such remissness I cannot 
prescribe. 

One of the most noticeable differences 
between modern pianoforte music and that 
of the older masters is the wider expansion 
of chords that obtains in post-Chopin 
works. He was, if not the first, certainly 


STUDENTS with small hands are ever 
threatened with a musical disaster in ex- 
ecuting large, extended chords. To them 
such a notation is a detriment. It will 
always be a stumbling-block in the road 
to progress. Therefore it demands at- 
tention, correction and a remedy. 

A natural error, in the rendering of 
‘chords, is for a pause to be inserted while 
the fingers are being correctly placed; even 
then they are placed at the cost of strain 
‘and exertion. A fear in the student’s mind 
of playing the selection incorrectly causes 
the elimination of that composition from 
his library, to avoid future humiliation. 

Let me take, for example, a chord from 
Chopin’s Prelude, Op. 28, No. 7, which, 
regardless of patient practice and study, 


ERHAPS nothing presents so much 

difficulty to students, young or old, 

when commencing to study notation, 
‘as the distinguishing and memorizing of 
notes on the treble and bass staves. The 
usual plan adopted by teachers—as cus- 
tomarily followed in preliminary tutors 
or test-books—is to present the treble 
staff first, with its series of five lines: 
(E, G, B, D, F) and four spaces (F, A, 
C, E), informing the pupil that this must 
be committed to memory. 

Some young folk are quick enough in 
getting acquainted :with these first steps 
on the musical ladder. But, to the adult 
learner, the series might appear, at first 
sight, as unmeaning as the typewriter’s 
customary alphabetical start with Q, W, 
Hoke dv, 

Still more puzzling to anyone com- 
mencing to learn the musical alphabet 
comes the distinguishing of the treble and 
bass staff series, the latter having its lines 
called G, B,' D, F, A, and spaces A, C, 
E, G. The human mind is at once apt 
to think out some “plan whereby the 
memory may be helped, at the start at 
all events; and not a few teachers have 
ingenious schemes of their own, especially 
in the case of certain students to whom 
a more or less logical sequence would 
make an immediate appeal. 


among the earliest to set the example of 
spread harmonies; and since his day we 
have all learned how much more elegant 
and pianistic Ex. 6a sounds than does 6b, 
or how 6c is preferable to 6d: 


rt 


lf the hands cannot grasp these stretches, 
even with the aid of the arpeggio touch 
(and the hands of many an adult and of 
many children are so built), it is advisable 
to reduce the span by sacrificing -a note 
rather than to risk the peril of smudging 
the harmony. When this recourse has 
been decided upon, it is the lowest note in 
the right hand that will have to go, so that 
neither summit nor foundation shall be 
omitted. It is but a poor substitute, but, 
on occasion, may bring.an otherwise im- 
possible feat within the means of a small- 
handed player. 

In this connection it is well to remember 
the old rule which teaches that the interval 
of the Third in harmony is so penetrating 


and determining that one sounding of it 
counterbalances a multiplication of others. 
Thus: 


with only one E against several Keynotes 
and Fifths, suffices to establish the chord 
of C major. : 

In Scarlatti and other composers of his 
time we frequently meet with cases exact- 
ing the crossing of hands. When these oc- 
cur it is always best for the moving hand 
to cross over the stationary one, not under ; 
right over left, or vice versa. If it is a 
single note that is wanted, the middle 
finger is invariably the one to be used, 
and “wrist staccato” should be employed. 

Liszt’s well-known “Etude in D-flat” 
presents a remarkable instance of excep- 
tional fingering, at the point where each 
hand alternately has to tap the two keys 


(Chord (onversion for Small Hands 


By HerMAN HoLZMAN 


cannot ‘be played at the first stroke of the 
hand, if the hand is small. The follow- 
ing example is typical and characteristic 
of many chords in Chopin’s Preludes: 


Ex.1 é 
ace Et 2 


In playing this chord the pupil will 
probably be forced to repeat one or more 
notes in the stretching before the entire 
chord is finally played. The result causes 
unpleasant sounds with a “stuttering of 


the hand.” ‘A solution may be arrived at 
through the process of conversion. 

Conversion is the changing of the notes 
being held from one hand to the other. 
In the following example: 


m.s.. mano sinistra_ left hand. 
m.d.. mano destra_ right hand. 


the left hand crosses the right and strikes 
the AZ# and C. This is not intended to be 


TyCemorizing Notes on Staves 


By Dr. ANNIE W. PATTERSON 


A Guiding Hand 


HE FOLLOWING plan,—suggested 

by the famous “Guidonian Hand” 
of old—might perhaps be commended, at 
least as being worthy of a trial. First, 
the pupil is informed that the musical 
alphabet makes use of only the first seven 
letters, A to G inclusive, these being re- 
peated over the entire compass of musical 
sounds, 

The double ladder, or Great Staff, may 
then be shown in notation, with the 
‘Smaginary” line for Middle C coming be- 
tween the upper and lower series of five 
lines. Then the learner might be asked 
to hold his or her hands out at a con- 
venient distance, palms turned inwards 
towards the face. The left hand will, 
held thus, be supposed to represent the 


bass staff, and the right hand the treble 


staff, each finger standing for a line with 
spaces in between. A slight gap should 
be preserved between the two “little 
fingers” of the hands, this being allotted 
to the place occupied by “Middle C” 
(which may be shown on the pianoforte 
keyboard), and the space,above and be- 
neath it. 


The “Two Hands Staff” 


HEN THE NOTES that fall on the 
Great Staff, thus pictorially repre- 
sented, may be named right off as fol- 


lows, on the fingers, starting with first 
line in bass, the left-hand thumb (or first 
finger) being assumed to represent this 
G. The calculation upwards is then an 
easy matter. The space between this left- 
hand thumb (representing Bass G line) 
and index finger (figured second finger) 
stands for A (on first space, bass staff) ; 
the index finger itself follows in alpha- 
betical sequence as B;:' the space be- 
tween the index and middle fingers may 
be named C; the middle finger D (as 
standing for third line), and so on, until 
G is reached again, when the musical 
alphabet once more starts at A (on the 
little finger, still of left hand). This 
uses up the lower hand, which completely 
represents the bass staff, the fingers, in 
the order given, representing the lower 
staff’s five lines and four spaces. 


Extending the Compass 


EMEMBERING about the imaginary 

line between the staffs (upon which 
falls middle C), we may then ask the 
pupil to think of B coming on the space 
beneath and D on the space above this 
connecting line. 
alphabet, E (first line, treble clef), may 
then be represented to the mind by the 
little finger of the right hand; F, G, A, B, 
C, D, E and F being successively “placed 
by the remaining four fingers of this 


The next letter in the 


of an octave in rapid succession. In orde 
to avoid playing these legato, for which 
there is a tendency, Liszt’s own fingeri 
should be used: 2, 3 in the right hand; 
2 in the left. 

Many a Cadenza, or cadenza-like bras 
vura passage, can be greatly facilitated by. 
allotting an odd note, or sometimes two, 
in each octave, to the left hand, thou 
not so marked by the composer. A st 
division of extended passages into small 
groups played alternately by each hand 
will also be found very helpful in ma 
cases. An equal division of labor betwe 
the two hands is thus effected, instead 
all work for the one and idleness for t 


other. 
No teacher or method can sre e 
haust all that is to be learned. 
must be acquired by the student’s | 
experimentalizing and adopting his own | 
results. Our Mozarts and Beethovens, 
Chopins and Paganinis owed but a smal 
portion of what they accomplished to any 
instructor. The bulk of their achievement 
has been self-evolved. We have heaps of 


examples teaching us to believe that “Gog 
helps those who help themselves.” 4 


; 


a revision of the works of Chopin or ae 
simplification that necessitates a great 
deal of concentration, but merely a change | 
to allow for striking a chord with less 
exertion and repetition. 5 
In Ex. 1 the first finger is used for 
both the A# and C#. Such fingering is most 4 
usually found where the one finger is — 
employed for two notes adjacent to each — 
other. : 4 
The fingering used in Ex. 2, although 
violating the theme, seems to redeem itself 
by adding color through its arpeggiando } 


(in harp style). ° 

Of course, this bit of advice can apply 
only to such chords as are in immediate 
contact with one another. For chords that — 
are distant the change is not at all practical. * 


hand, counting in the spaces between. 
All this takes much longer to describe 
than it does to show, with the two hands 
of the student stretched before the face, 
palms inwards, as mentioned above. The 
alphabetical sequence of the notes is, how-. 
ever, preserved, and the two staves taught 
at once after the manner of an object- 
lesson, the five fingers of each hand 
corresponding to the upper and lower — 
staves, with the Middle C line and its — 
spaces beneath and above. 


Getting Acquainted with the 
| Keyboard 


By Davin Orris SMITH 


BECOMING acquainted with the middle of 
the keyboard is a simple process compared — 
with learning to feel at home in the upper 
and lower ends. P 

It is the custom to practice scales only © 
on the middle part of the keyboard. They 
should really be begun at the left-hand end 
and be played up to the right-hand end, 
forward and backward, over and over. 
When practicing pieces it is often well to 
play the piece in all the octaves, from the 
lowest to the highest. 

This is a great help in getting acquainte : 
with the keyboard. ; 


“The whole scientific 
a side of music rests upon 
the scale. A knowl- 
edge of the scales is the 


irreducible minimum in 
m= the 
equipment.” 


way of mental 


¥ 
6 RAVELLING continuously from 
i \" | one concert to another, living in 
5 - trains and hotels, how do you 
actice?” This is the question frequently 
asked by interested students and other mu- 
sicians. As this is a matter, in the first 
place, which calls for a good deal of 
thought, and as the answer may be of gen- 
eral interest, I propose talking about the 
way in which I keep up my playing and, 
T hope, improve it. My plan, in two words, 
is this: J think. 
- During September I do really concen- 
trated practice. Besides this, during the 


an hour or two in the evening; but, 
r really concentrated practice, I can al- 
- myself but one month out of the 


movement which we may be sure 
king, whenever we go to the piano, 
s hel d in the mind by the clearest possible 
oression of what steps are necessary. 
er, not until we acquire that exact 
1 vision can we depend upon doing 
act. 
comes first? Which is the par- 
he vision or the action? 
not most of us, as young students, 
ted instances in which we prac- 


An Interview with the Eminent Pianist 


E. Ropert ScHMITZ 


Secured for the Etude WCagazine 
By Cuaries B, MAckiin 


E. ROBERT SCHMITZ 


E. Robert Schmitz was born in Paris, in 1889. At the age of 
fourteen he was giving public concerts on both the violin and piano 
and later studied both these instruments at the Paris Conservatoire. 
After giving up the violin, he graduated with the first prize in piano 
playing, in 1910. Following successful tours of Europe, he organ- 
ized an orchestra of sixty men, forty-five of whom were prize win- 


ners of the Conservatoire. 


He came to America first in 1919 and 


by his visits has won a distinguished position as pianist, teacher and 


lecturer. 


He was the soloist for John Alden Carpenter's ““Concer- 


tino for Piano and Orchestra” when it had its premiere performance 
by the Boston Symphony Orchestra. 


tice a movement over a long period, ap- 
parently getting no nearer to the accom- 
plishment of the task, and then, one. day, 
while thinking the matter over, . suddenly 
obtain the clearest conception of what we 
want to do and go right to the piano and 
do it? I have found this to be the case 
with so many students that I am convinced 
it is waste of time to work at the key- 
board before the problem of technic has 
been worked out in the mind. When we 


have sufficiently developed the art and sci- 
ence of concentration, we find that get- 
ting an absolute mental vision of the inner 
mechanism of a physical movement is 
equivalent to performing that movement. 
In the first stages, especially with the 
student who is unaccustomed to mental 
concentration, one learns to do by doing. 
But we must not forget that this is be- 
cause we have trained the outward senses 
far more than the inward and that, from 
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racticing Away from the Piano 


“When I practice, my 
chief mental function is 
One of the 


essential 


listening. 


most prere- 


quisites of mental prac- 
tice is the ability to 
‘carry the keyboard in 
the head.’ ” 


a scientific point of view, this is a back- 
ward process. It is, as I say, easier at 
first to learn to do by doing. But if one 
will really learn to concentrate it is finally 
more profitable to work under conscious 
mental control. One must at least support 
the physical work with a great deal of 
mental exercise. Indeed, mere physical 
work, without this support, is almost cer- 
tain to be valueless. 


The Mental “Movie” 


NSTEAD of the grind on the key- 

board, over and over again, on difficult 
passages, there should be a ° continuous 
polishing and clarification of mental im- 
pressions. Here are so many white keys 
and so many black keys. The hand will 
be at such an angle here, at such another 
angle there. The essential point of the 
fingering scheme is to put the thumb on 
this key and the fourth finger on that. 
Going over passages in this detailed way 
one can see mentally the keyboard and 
one’s own hands playing on it. Here the 
flexor muscles will drive down; there, the 


extensors will lift. Here, all opposing 
tension must be released. There, there 
must be a momentary tightening. The 


mind must be able to create continuously, 
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consciously, an accurate vision of what is 
to take place. 

Even technical drill may be done in this 
way. Because it is so highly concentrated, 
it is highly efficacious, and little af it is 
required. Indeed, personally, I do not find 
the usual technical drill any longer neces- 
sary. 

When I do practice, my chief mental 
function is listening. During my long 
periods of more or less enforced solitude 
coincident upon travel, I mentally gauge 
the dynamic, melodic and harmonic evolu- 
tion of the composition and gain the most 
intense mental conception of the means for 
its performance. Then, at the piano, I try 
out these impressions to discover whether 
or not they sound as I thought they would, 
and whether or not the effects produced 
are the outcome of the same _ physical 
processes I had imagined. The actual 
practice is almost entirely interpretative, 
and, in a sence, experimental. 

I may try cne passage in many different 
in order to decide which effect, I 


ways, 
like best and which is in closest accord 
with what I believe to be the thought of 


the composer. Having determined this, it 
remains to find the simplest way of pro- 
ducing this effect. This, of course, is de- 
termined by further analysis of the sep- 
arate movements. 


Practice at the Piano 


F, FROM the foregoing, the average 

student should cull the idea that he 
need not practice at the piano or that he 
can instantly or entirely at any time sub- 
stitute mental practice for physical prac- 
tice—the object of this article will be de- 
feated. 

As regards practice, the chief ideas are: 

1. Careful planning of all movements, 
the planning based upon exact information, 
which, at first, will be confined only to 
the general or principal types of move- 
ments. 

2. Close mental concentration on these 
movements, brought by repetition to such 
a degree of clarity that there exists prac- 
tically an absolute mental vision of all 
that is to be done. 

Regarding interpretation, we begin with 
the same process, that is: 

1. Careful planning of effects in ad- 
vance, based upon broad foundation of 
general and specific information as to tra- 
dition and as to the character of both com- 
poser and composition. 

2. The selecting of that effect most 
likely to be in keeping with the thought 
and character of the composer. (This 
selection is made possible by artistic in- 
sight, taste and experience.) 

3. The determining of the best and 
simplest way of producing this effect. 


IN CERTAIN editions of Etudes by Kohler 
Czerny and others, one may come across a 
foot-note recommending that some particu- 
lar measure be practiced “ten times” or 
possibly “twenty times.” It is invariably 
some combination of notes which gives 
severe work to the fourth and fifth fingers. 
For instance: 


Though a most thorough believer in in- 
tensive practice for overcoming any spe- 


cial difficulty, the writer for the last 
twenty years and more has never had occa- 
sion to insist on such practice for this par- 
ticular type of passage, because his pupils 


Self-Searchers 


HE STUDENT who wishes * to 

profit by these ideas should ask him- 
self some such questions as the following, 
in order to take stock of his mental equip- 
ment and to determine the contents of his 
own information department: 

Do I know what sound I want to pro- 
duce? 

Do I know exactly what movement I 
should make to produce this sound? 

Do I know what muscles and 
processes are involved? 

Do I know this clearly enough to de- 
scribe it? 

Can I write a description of this-move- 
ment, showing muscles and processes in- 
volved, which would be intelligible to the 
average student. 

Can I concentrate so intensely as to 
create in my mind a clear picture of the 
thing being done? 

The average student will be compelled to 
answer most of these questions in the hega- 
tive. Therefore he must needs do a good 
deal of preliminary work before he will be 
able to put this plan into practice. 

He should begin this preliminary work 
by attempting to stupply such information 
as may be lacking. The information as to 
muscles and nerves he can come by most 
surely by studying charts of them. Any 
doctor can tell him how he may obtain 
these charts and give him some idea as to 
muscular and netvous processes. Mcan- 
while he must continue his practice at the 
keyboard. 


For developing the ability to concentrate 


and to create clear mental impressions; no 
exercise if comparable to writing. When 
you think you are fairly clear about a 
certain matter, try to write a description, 
definition or discussion of it. You will be 
surprised at first and perhaps discouraged 
to notice how cloudy that clear surface has 
become the moment you try to put pen to 
paper. As soon as you begin to grasp the 
thought firmly enough to clothe it in words, 
it eludes you. 

Writing your ideas gives excellent prac- 
tice in three valuable departments: clear 
thinking, concentrated thinking and expres- 
sion of thought. It is amazing how the 
search for the right word clarifies your 
own idea about the matter. Do not be satis- 
fed with ycur first definition. 
student to whom the matter is more or 
less unfamiliar and note the kindly) but 
blank expression on his face—kindly, as 
being willing to humor you, blank, as hav- 


ing at best but a dim idea of what you are 


talking about. Remember that if you are 
compelled to explain a direction, it is a 
useless one. Remember, too, that there 7s 
a way to make this thing clear and that, 
when you have found words to make it 


what ° 
‘clarity of vision nor the same authority 


Try it on a 


clear to another, you will have made it a 


‘thousand times clearer to yourself. 


Self-Help the Only Help 


N ALL such work, no teacher can be of 

as much value to the student as he can 
be to himself. He is really bent upon a 
voyage of discovery and that is the only 
way, he learns. What he discovers for him- 
self he knows. What others tell him he 
believes, perhaps, but he cannot realize it 
with the same sense of reality, the same 


which applies to his knowledge of the thing 
he has discovered for himself. How truly 
Leschetizky spoke when he said, “There 
are no great teachers: there are great 
students.” 

Let the student continue to practice at 

the keyboard. But let him add to his prac- 
tice an increasingly sharp observation as 
to exactly what and exactly how. Let him 
add an increasingly vigorous curiosity as to 
inuscles, nerves and processes, as to every 
anch of the science of music, as to emo 
tional and spiritual content, as to his 
own mental machinery and the discipline 
thereof. Let him add also an attempt at 
mental practice and be neither surprised 
hor discouraged if his first experiments 
bring no results. For the faculty of clear 
ahd close thinking does not spring full- 
erown in the individual, any more than the 
ability to read Chopin Etudes at sight fol- 
tows instantly upon the learning of the 
names of the notes. 

One of the most essential prerequisites 
of mental practice is the ability to carry 
the keyboard “in the head.” This is greatly 
simplified if one have, to begin with, a 
thorough knowledge of every major and 
minor key in both scale and arpeggio form. 
Indeed, there is hardly any other basis for a 
dependable music memory; and we are as- 
suming that ultimately the student is going 
to practice studies and pieces, as well as 
technical drill, away from the piano. 


Mental Mastery of Scales 


HE WHOLE scientific side of music 
rests upon the scale; and a knowledge 
of the scales is the irreducible minimum in 
the way of mental equipment for the kind 
of work we have been discussing. If to 
this minimum is added a knowledge of 
harmonic analysis and form, the task of 
remembering is again appreciably lessened. 
It.is only as a result of such knowledge 
that one becomes intelligently aware of the 
relationship between one note and another, 
one sequence and another, one phrase and 
another. Without it the mind is com- 
pelled to remember individual notes, each 
as a separate, detached musical entity—a 
gigantic task. 
True, there are those without theoretical 


How to Free the Fourth and Fifth Fingers 
By Es H.. PIERCE | 


find no unusual difficulty in them. Yet 
there was a time, in past generations, when 
they offered serious difficulty to pupils and 
a troublesome problem to teachers. Why 
was this? Simply because the most. favor- 
able hand-position had not been discovered 
by the ordinary tun of teachers but only 
by a few great artists, such as Liszt and 
Rubinstein, and because tradition called 
for a too stiff holding of the hand. 

The illustrations in most instruction 
books—even some comparatively modern 
ones—which aim to show the proper posi- 
tion of the hand, are absolutely incorrect 
and out of date. They represent the hand 
at a perfect right-angle to the keyboard, 
whereas, if it is turned a little so that 
the fifth finger extends over the keys about 
the same distance as the second finger (in- 
stead of barely reaching the end of the 
keys), action of the fingers will be much 


freer and more equalized. The outer edge 
of the hand should be at least as high 
as. the inner edge (or even higher) and 
the base of the thumb should be well sep- 


arated from the palm of the hand. 


The elbows should not be too close to the 
body but should swing clear and free. 
Even the position on one’s seat is a mat- 
ter of some importance. It must not be too 
near the instrument but back just far 
enough to make it necessary for the player 
to lean slightly forward toward the key- 
board. This makes things much easier 
in case one has to reach the bass with 
the right or the treble with the left. 

So much for favorable position. Now 
for avoiding stiffness and cramp of the 
weaker fingers. The player should try to 
extend the motion of the fifth finger away 
back into the side of the palm, instead of 
regarding the palm as a solid, inert piece of 


knowledge who memorize music: but 5 
cases prove nothing. Because of an wi 
usually comprehensive ear and unusual ce 
ordination of ear and finger, or an u 
usual visual retention, they are able to p 
a good deal from memory. But these f, 
ulties are treacherous at best; to dep 
upon them along) unsupported by thorou 
theoretical knowledge, is a task which no | 
real musician would attempt. 
1 stress especially the point of memor 
because close concentration upon pass 
work rests upon the ability to keep th 
whole thing in mind—notes, time, dynamics, 
emotion, muscles, nerves, processes. The 
very basis of mental concentration is com= 
plete independence of all physical aids. All 
must be stamped upon the mind wit 
delible clarity. { 
Thus we see that, even to begin up 
this sort of work, one’s information mu: 
include, as a minimum, a thorough knowl 
edge of scales and arpeggios, a good work 
ing knowledge of harmonic analysis and o 
form, and, on the physical side, a knowled, 
of the anatomy of hand and arm and of 1 
processes and principles cf movement, a: 
well as of the elementary laws of physics 
governing weight properties and of me- 
chanics concerning levers. HM 
Clearly, the more comprehensive the | 
knowledge of such matters and the larger 
the equipment, the better the results, 
Above all stands clear thought and the 
faculty of holding clear thought for long 
periods. BS J 
The final point is that this is not only 
the basis of this particular plan of work, 
It is the basis of all sound musicianship. 
‘All sensible educators would object stren=— 
uously to having these principles of study 
regarded as a “method.” They are nothing 
of the kind. The superimposing of stand-_ 
ardized methods precludes the bossa 
of individual thought, the development of 
which is the only purpose—one =n 


almost say the only excuse—for education. 
Clearly, the student must study fundamen- 
tal principles. But, unless he has the 

ability. to make his own application of a 
these principles, he will never achieve his 


end. : i 
SELF-HELP QUESTIONS ON % 


MR. MACKLIN’S ARTICLE_ 

1. What is meant by 
action?” 

2. In practicing, what mental activity 

should have most prominence? 


“atsion precedes 


volved in practicing the piano. 
4. Write a short description of the move- 
ments called for in playing the scale of 
C-major. 
5. Why is the expression of thought 
necessary for clear thinking ? 


flesh and bone. 


Practice exercises of this 
kind: 


f) res crea ees ees eas! | es 2s Be ee 
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as much as it pleases and the wrist 
execute a sort of revolving motion. 

sure, however, that the keys which are to 
be held down are held down to the very 
bottom. Do not let them rise at all until 
the proper time. This, if properly atte 
to, will of itself prevent the “wiggle” 
the hand from becoming exaggerated 
grotesque, 
fingers acquire a freedom and stren 
never known before. 


vances a theory shall prove it in 
ctice ; therefore, he who intelligently 
trates his theories by infallible re- 
in the performances both of himself 


ideas and to form his own method. 
fection in any line of endeavor must 
scientifically accomplished, as no true 
can ever fail. 

may not properly comprehend or 
ifically apply technical and tonal prob- 
but owing to inability in this respect, 
erson may assume that an infallible 
iple could ever be anything but 
ific. 

‘echnic and tone, comprehended and 
tifically applied, commend instant and 
pectful attention. Applied to any tech- 
or tonal problem, response is im- 
tate. It is so rapid and positive as to 
ite admiration in students, stimulating 
to greater efforts. Nothing is so 
sheartening as a daily haphazard grind 
- after year without any appreciable 
ssults. This is needless, as there is a 
fect principle for piano-playing as pos- 
as for the ‘within or any other string 
‘ument. 


The Missing Quality 


\NE OF THE ESSENTIALS gravely 
' lacking in present day piano-playing 
e ability to draw long singing tones 
the keyboard. 


entifically, satisfying even the hyper- 
ical; therefore inability to produce a 
of superlative beauty is due to lack 
scientific application and intelligence in 
e use of the instrument. Short, brittle 
hes are an impossibility if relaxation and 
weight are properly applied. Every note 
will sing long, producing a scale of purity 
equality in legato and staccato. The 
es for length of tone are many, a few 
which are mentioned below: 

. Complete relaxation of the body, arms 
shoulders. They must be free from 
slightest contraction. 

. Fingers trained to play always in con- 
ction with the triceps muscle. They 
be enabled to bear the weight of the 


gers and wrist must be freed from 


e rigid discipline but acquire unbe- 
able strength if aided by this unerring 
iciple. 

4. Muscular development at the wrist 

‘orearm prevents weariness, aiding en- 

ance immensely for finger passages. 

_ A fine singing quality of tone is acquired, 
y allowing the triceps muscle perfect free- 

mm to act in conjunction with the finger 

Any contraction at the elbow or 

immediately cuts off the resonant 


Forearm Development 


AMOUNT of finger practice will 
velop the forearm, however; 
re, as the wrist and forearm must 
developed, to produce a lovely, 
ic quality of tone, never neglect 
An hour daily is not too long 


, each one independent of the other.’ 


Aids to Dusicianship 


Scientific Principles a Necessity for Perfection in .Art 


By Mrs. Noa BRANDT 


Wie ty amen 


AUTHOR OF “SCIENCE IN MODERN PIANOFORTE PLAYING” 


a ee ee ee 


MRS. NOAH BRANDT 


The wrist should be developed very close 
to the keyboard at first, gradually dropping 
from greater heights. The wrist should fall 
with unerring: accuracy, if the rules are 
carried out, as the principle is never-fail- 
ing. After development, the wrist drops of 
its own weight, and no finger pressure ts 
permissible. Fatigue is also eliminated, as 
fingers and wrist move with perfect ease, 
being almost sensationless. However, no 
student could develop a beautiful singing 
tone without the most severe, consistent, 
and conscientious instruction. 


Early Advancement 


CHILD OF NINE or ten years, if 
trained along these lines by an in- 

telligent preparatory instructor, will ac- 
complish present third-grade work in the 
first year., «After eighteen months’ tuition, 
at one weekly lesson, he will have accom- 
plished: 

lst—A perfect comprehension of ordi- 
nary time, counting aloud, and explaining 
each measure satisfactorily. 

2nd—The ability to read at sight capably 
ir both treble and bass. 

3rd—The execution rhythmically in two 
octaves of all major and minor scales, 
chords and arpeggios (From Cooke’s 
Scales and Arpeggios), in parallel and con- 
trary motion, thirds and sixths, with per- 
fect understanding of their formation. 

He will enter the third term (after suc 
cessfully playing the Cramer Studies, 


Book I) with Bach’s Inventions in Two and 
Three Tones, also performing original edi- 
tions of Bach, Beethoven, Schumann, 
Chopin and others. Owing to his scientific 
training, he will play with conviction, fine 
and clear tone, and flawless technic, not 
one note omitted, glossed over, or slighted. 


Success Sure 


HE EARNEST INSTRUCTOR will 

succeed in each instance, as strict dis- 
cipline has been maintained and no dere- 
liction on the part of the student has been 
countenanced. This child’s progress will 
be continuous until the completion of his 
musical studies. All this has been and can 
be accomplished in an hour and a half to 
two hours’ conscientious practice, the 
length dependent upon the ability of the 
pupil. 

Infallible rhythm, breadth of conception 
and variety of tone should be very early in- 
stilled in the mind of the student, and after 
the third term they are of paramount im- 
portance, as the deeper classics require 
solid musicianship. An Adagio, Lento or 
any slow movement from the simplest 
Mozart or Beethoven sonata requires a ma- 
ture mind, ripened by vast experience, for 
its complete interpretation, Many stu- 
dents, however, recklessly play 32nd for 
16th notes, race over turns which require 
mature deliberation, and disregard ac- 
centuation, variety of tone color, and the 
thousand and one details so necessary to a 
musical performance, 


affect 


- 
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Thorough Training Needed 

ITHOUT TRAINING in perfect 

musicianship, the student fails to 
mature musically, as this inner spiritual 
development ripens only with a solid musti- 
cal A student may be ever so musi- 
cal, yet his playing will be merely sickly 
sentimental, lacking in every essential qual- 
ity, without proper grounding in all the 
rules of musicianship. 

A few examples will serve to illustrate 
common errors in students from advanced 
grades: 

The first example is Measure 50 of the 
Adagio Cantabile from the Sonata in E-flat 
by Haydn. 


basis. 


Ex.1 


Z {daaio 
movement, 


In an Cantabile, or any other 
slow turns such as the fore- 
going are performed slowly with breadth 
and mature deliberation. This should not 
the rhythm, which must be exact 
or as the character of the music demands. 

In the following passage from Mozart’s 


A Major Sonata, many students play thirty~ 


second for sixteenth notes, giving a flip- 
pant air to what should he a refined simple 
interpretation of a theme, fraught with 
meaning. 


receive their 
full value in both time and length of tone; 


The sixteenth notes must 
otherwise musical intelligence would be 
lacking. The portamento marks must be 
observed, also full length should be given 


to the tone, before removal of the finger 
from the key. The rhythm should be 
clearly and delicately defined. 


The following example from the Rondo 
in G, Op. 51, No. 2, by Beethoven is a 
good example for students in maintaining 
exact rhythm. 


The entire page requires good musician- 
ship; therefore the student should not rely 
on his ability to count each measure. He 
may count with mathematical exactitude 
and yet fall far short in rhythm. Count- 
ing time and keeping it are entirely dif- 
ferent propositions. Advanced students will 
thus find the necessity of playing with good 
routined musicians as even the best per- 
formers unconsciously go their own gait 
without this important element in their 
training. 
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Observe now a short example from an 
entire page of staccato work in Liszt’s 
Sonata in B-minor. 


Ex.4 = 


It is most interesting if properly brought 
out, but in many instances it is very 
poorly performed, regardless of the im- 
portance of a beautiful finger staccato 
touch. 

The wrist and arm should be motion- 
less. The fingers accomplish the work by 
playing directly from the knuckles, and 
they require no assistance whatever from 
the wrist. The pulsation from the triceps 
muscle is continuous, as without its use, a 
finger staccato, with full delicate tones 
would be impossible. 

Every note will be exact, accompanying 


the melody in the right hand with charm 
and grace. When the conditions are re- 
versed, the right hand is played with the 
same finger staccato touch. This page, 
played legato, would be uninteresting to 
the verge of monotony, as its success is de- 
pendent upon the beauty of touch and 
charm of delivery. 

Many instances of flagrant errors could 
be added to the list, but many of these 
would be avoided if the preparatory work 
had been built on.a solid foundation. 


SELF-TEST QUESTIONS ON MRS. 
BRANDT’S ARTICLE 


1. By what means are long, singiig tones 
assured? 

2. Give four rules for acquiring ‘sus- 
tained tones on the piano. 

3. Outline a plan for developing the 
wrist. 

4. What three principles should be carly 
instilled in the student's mind? 

5. What qualifications are required for 
correct interpretation of slow movements? 


Accents 


By GERTRUDE GREENHALGH WALKER 


PRopPER accenting is necessary in the cor- 
rect interpretation of a composition since 
phrasing and pedaling are dependent upon 
accents. The “rhythmic design” of a com- 
position is of prime importance. The meter 
of the piece may be, for instance, 34 but 
the design, %42. A splendid example of 
metrical and rhythmical accent is Beautiful 
Isle, by James Francis Cooke. 


“Tt is my duty to hear music every day of my life. 


Rhythmical Accent 


Se ———— rr 
ey 


Metrical Accent 
A very fine practice for a student is to 
look over the design of a selection and then, 
with a baton, beat the counts beginning on 
whatever beat the design starts. 


fam paid to hear 


it. I not only go into concerts free, but I receive a reward at the end of 


the month for having attended them. 
hear it, and I hear a great deal, and yet I find I miss things. 
As I listen with the score before me I say: 


I take the score with me. 


So, being paid to hear music, I do 
Sometimes 


‘There is a bit that I should have missed if I had not had the sense to 


bring this score. 


There is something that would have escaped my notice. 


When I hear a piece for the third or fourth time, I hear a great deal more 
in it than I did when I heard it for the first time.’—Prrcy A. SCHOLES. 


y 


— 
. 


Fair, appear? 
2. What is a Polonaise? 
3. Who was Stradivarius ? 
4. What are “Variations ?” 
5 


6. What is Rhythm? 


10. 


Friends. 


(Can You Gell? 


In what work did the famous song, Angels Ever Bright and 


. What American composer wrote the familiar music’ of 
Nearer, My God, to Thee? 


7. Who wrote the great Sonata Pathétique? 

8. What is meant by the Common Chord 

9. Who wrote well-known music to Longfellow’s “Hiawatha ?” 
Nanie the properties of a tone. 


TURN TO PAGE 486 AND CHECK UP YOUR ANSWERS. 


Save these questions and answers as they appear in each issue of Taz Erupz Music Macazine month 
after month, and you will have fine entertainment material when you are host to a group of musicloving 
Teachers can make a scrap book of them for the benefit of early pupils or others who sit by the 


“j 


Group 
No. 13 


feception room reading table. 
Al 


al 


“What is creation? In a simple statement creation is doing something 


with intent. 
its fulfillment. 


Doing something with intent requires a means appropriate for 
Since every act employs the particular vocabulary appro- 


priate to it, every different act is but a different arrangement or sequence of 


the units of its particular vocabulary. 


ivery new dance is a different ar- 


rangement of the movements of the body in a different arrangement of times 
and places; every new sentence is a different arrangement of words; every 
story-book offers a different arrangement of characters, events and scenes; 
every musical composition is a different arrangement of tones, harmonies, 
rhythmic patterns and time forms.”’—FRrpericK SCHLIEDER in The Musician. 


By Prrer Hucu Resp’ 


Tue Erupe herewith institutes a Department dealing with 
Master Discs and written by a specialist. 
cational importance will be considered regardless of makers. 
respondence relating to this column should be addressed THE ETUDE, 
“Department of Reproduced Music.” 


Since this column aims to facilitate the 
erowth of the musical library in the home, 
questions relative to it or pertaining to 
recorded music will be gladly answered. 

The first records to be brought to our 
attention are: Quintette in .F minor, 
Brahms, Opus 34, played by Lener String 
Quartet and Olga Loeser-+Lebert (Colum- 
bia, Nos. 67375 to 67379), and-““Symphony 
No. 2, in D major,” Brahms, ‘Opus 73, 
Walter Damrosch and the ‘New York 
Symphony Orchestra (Columbia, Nos. 
67389 to 67393). Brahms stands for 


‘wholesome and expressive workmanship. 


His music is profound, serious and more 
suggestive of the master workman than of 
the poet. It is said that he imposed upon 
himself at an early age a severe study 
period which enabled him to acquire his 
firmness, purity and breadth of ’style. 
Regarding this Daniel Gregory Mason 
in an essay on Brahms wrote, “ Stl 
tones are stubborn material until one 
has learned by hard work to make 
them transmit thoughts. Technic is in the 
what character is: in ‘the -man 


musician 
. Brahms’ Jong apprenticeship “was 
. needed. . . . to teach him the deeper 


lesson that the part must be subordinated 
to the whole, or, in musical language, ex- 
pression to beauty..... In his music, 
emotion is not excluded, it is regulated 
auger ” Therefore, to know and appre- 
ciate this composer, one should live with 
his music, be able to play and re-play it. 

There is no place where this prerogative 
is better exercised than in a_ recorded 
version of such works as the beautiful and 
effective Quintette and the eloquently me- 
lodic “Second Symphony.’ Both of these 
compositions have a cheerful and optimistic 
message which is characteristic of Brahms, 
yet in their purport they express serious 
convictions which gradually unfold, 
rare flowers, with repetitive auditions. 
The Lener String Quartet presents a per- 
formance which has great catholicity in 
its appeal as well as emotional satisfac- 
tion. -Mr. Damrosch’s reading of the 
Symphony is orthodox rather than dis- 
tinctive, but it is nevertheless commendable. 


A Touch of Humor 


E CARNAVAL des Animaux written 

by Saint-Saens, reproduced by Georges 
Truc, Symphony Orchestra and _ solo- 
ists (Columbia, Nos. 67380 to 67383), is 
a suite in which we find a rare thing in 
music—humor. As a work, it is largely 
self-explanatory. The composer’s sense of 
humor is most keenly exemplified in such 
parts as Kangaroos, Long-Eared Person- 
ages, Fossils and Pianists. The latter 
are the two human species which he in- 
cludes in his menagerie., There are several 
numbers of tenacious beauty in the suite, 
one of which is the famous melody of 
“The Swan.” 

Stabat Mater, Que Merebat, Pergolesi, 
and Ave Maria, Carnevali, are sung by 
Giuseppe Danise (Brunswick, No. 15139) 
and Andante Cantabile, from String Quar- 
tet in D major, and Canzsonetta, from the 
Violin Concerto by Tschaikovsky are 
played by Albert Spaulding (Brunswick, 


like: 


‘student and music-lover. 


Sonata, it presents a different reflection o 


All Master Discs of edu-— 
Cor 


No. 50100). Although Pergolesi livec 
only a brief span (1710-1736), he 1 
some very beautiful music in the f 
and melodic style of- Eighteenth Cen 
Italy. His opera buffa “La Serva 
rona,” always recognized for its endt 
ing distinction, served as a model to 
sequent Italian composers. Like ma 
composers he suffered from rebuffs anc 
lack of appreciation. One friend told him 
shortly before his death that his mu 
was too delicately beautiful to receive the 
approbation of the rabble. His Stal 
Mater is almost beatific with a pat 
beauty. Dying of, a tenacious and en 
vating malady, he completed the score 
this work five days prior to his untim 
end. Danise, the Metropolitan Opera ba 
tone, nobly sings an aria from this sco 
It is coupled with an effective Ave Maria 
Sonata in C minor, Pathétique by Bee- 
thoven, Opus 13, played by Wilhelm 
Bachaus (Victor, Nos. 6771-6772) and 
Seven Variations on a theme from “T 
Magic Flute” by Mozart-Becthoven, played 
by Casals and Cortot (Victor, Nos. 304 
3048), may well be given thorough co 
sideration. During the first six ,years t 
Beethoven became afflicted with deafne 
he endeavored to conceal it from 
friends. In 1801, however, unable to 
main silent longer, he wrote pathetical 
to his dear friend, Wegeler,“ .... I le 
a miserable life indeed. For the past tv 
years I have completely avoided all socie’ 
for I ,cannot talk with my fellowmen. 
am deaf.”. This tragic affliction depress: 
him greatly and was undoubtedly reflect 
in his work. He composed this well-knov 
Sonata in 1799, the second movement 
which may be said to embody a reflectio 
of his grief, although the first moveme: 
and the Ronda are surely infected with 
a spirit of hopeful gaiety. The excelle 
interpretation of this work by Bachaus 
should find universal appeal with bo 


That charming duet, Bei Mannern, wit 
its delicate grace, so expressive of Mozall 
was the subject for seven variations fot 
‘cello and piano by Beethoven. It is dé 
lightfully played by Casals and Corto 
Written about the same time as the abov 


mood. Undoubtedly the infectious charn 
of Mozart’s duet provided a momentar, 
ray of sunshine in his work during tho 
unquestionably tragic days. 


Festivals 


N EXT IS presented Festivals, No. 2 

“Three Nocturnes,” Debussy, pla: 
by Stokowski and Philadelphia Symph 
(Victor, No. 1309). There is a prism 
beauty, a facile delicacy, and a rhyth 
impressionism in Festivals, the second 
Debussy’s “Three Nocturnes” for orchest 
These nocturnes are intended to be 
orative and fantastic, a picture one 1 
visualize with closed eyes. Festivals 
atmospheric pageant, a procession pa 
in festive gaiety, with movement, cole 
rhythm and light. It is almost too ¢ 
stract for written description but the ple 

(Continued on Page 477) — 
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I E Tialian term “viola” possesses a 
‘meaning. To-day, in a par- 
lar sense, it denotes the tenor 
orm erly called the alto. This is 
‘member of the string quartet 
largest representative of those 
of the violin family which are 
‘by the arm and bowed hori- 
With this particular meaning of 
‘viola” the present article does 
Instead it will give considera- 
y the older and more general mean- 
the expression, namely, the Italian 
a viol. Its object is to show to 
ny. different types of viols the 
ola” has actually been applied. 
detailed description of old viois 
ll surely not be necessary for us to 
just here: It should be sufficient to 
ourselves that these instruments 
le precursors of the violin family 
ich they differed in many respects 
efly as regards their possession of 
cks, frequently fretted finger boards, 
semicircularly shaped holes, solid 
s, smaller tone, and, to us, curious 
s—in 4ths and 3rds instead of in 
Again, as is well known, the viols 
made in about four sizes, namely, 
Treble or Discant, the Tenor (Viola 
waccio), the Bass (Viola da Gamba), 
» Double Bass (Violone), our mod- 
yuble bass, with its flat back, peculiar 
and unusual tuning in 4ths, being 
-member of the viol family which 
een admitted into that of the violin. 
ted in the fifteenth century, by the 
- of the eighteenth the  viols 
ractically superseded by the violin 
Each of these latter, however, the 
the viola and the violoncello (or 
tle violone) retained some of the 
atures of its, predecessors although, 
respects, it exhibited wide depar- 
from them. Of the treble viols the 
tions were few, but from the ori- 


popularity oie? a day, but, unfor- 
, all of them seemed destined to 
— not for all time. 


es and their originals 
the common or gener- 
may be best to dis- 
ie classes of the original 

_already ‘mentioned, 
: raccto and the Viola 


a ‘so named on account 
ch it was held—in the 
violin and not ac- 
violoncello. The 
the forerunner 
or tenor which in 
: less closely re- 
ith the other mem- 


DEPARTMENT OF 


BANDS AND 


ORCHESTRAS 


(Conducted PConthly By 
Victor J. GRABEL 


FAMOUS BAND TRAINER AND CONDUCTOR 


Uarious Viola Uarieties 
By Dr. Ortanpo A. MansFIELD 


really a Viola da Braccio of a 
growth.” 

This Viola da Spalla was introduced 
about 1700 and was primarily and prin- 
cipally intended for use in processions, 
ecclesiastical or otherwise. As its large 
size rendered it difficult to be held or sup- 
ported by the arm, it appears to have been 
fastened to the performer’s chest by a 
band or ribbon and then thrown partly 
over his shoulder. Hence it would be 
played something after the manner of the 
modern violoncello but, being suspended 
rather than supported and not resting on 
the ground, it would not impede the per- 
former’s march in any religious or civic 
procession. 

The other standard variety of viol bear- 
ing the generic name of viola was the 
I’iola da Gamba, perhaps the most cele- 
brated and certainly the most popular and 
the longest lived of its tribe. As in the 
previous case, the name is derived from 
the position in which the instrument is 
held—da gamba, “from the leg,” as op- 
posed to da braccio, “from the shoulder.” 
The accordatura or tuning system of the 
Viola da Gamba was as follows: 


Bx. 2 


2s 


“larger 


coy 


an octave lower than that of the treble 
or discant viol and with the two 4ths 
at each end of the compass and the 3rd 
in the middle, as before. Shakespeare, in 
his “Twelfth Night,” alludes to the instru- 
ment as the viol da gamboys, this Angli- 
cism being similar to that adopted in the 
case of the oboe which latter instrument 
was always known in older English as the 
hautboy. As compared with the tone of 
the violoncello, that of the Viola da Gam- 
ba was much thinner and less powerful, 
although somewhat penetrating and, in the 
hands of a competent performer, always 
pleasing. Owing to the nature of the tun- 
ing, broken chords were at once easy and 
effective, as were also almost all diatonic 
extended harmonies. Thus the instru- 
ment was singularly adapted for accom- 
paniments, especially for those of the type 
common in the seventeenth and earlier 
eighteenth centuries. fs 

The bow, it should be noticed, was held 
and manipulated much in the manner of the 
present double bass bow. One of the most 
effective writers for and interesting per- 
formers upon the instrument was Christo- 
pher Sympson (seventeenth century) 
whose celebrated work, the Division Viol 
(1667), was not only the best of its kind 
but also the only one of its period. 

The last great musician ta write for 
the Viola da Gamba was J. S. Bach who 


used the instrument for solos and also for 


obbligato accompaniments. His pupil, the 
celebrated Carl Frederick Abel, who died in 


(da London in 1787, was the last noted per- 


paper on the pole dat Gamba which, by 


er are y 


the middle of the eighteenth century, was 
being rapidly supplanted by the violon- 
cello. 

Proceeding to some discussion or exam- 
ination of the instruments of the viola 
name which were not of the recognized 
viol family, we first note that all these 
varieties were distinguished by one com- 
mon feature, namely, the addition of what 
were known as “sympathetic” strings, that 
is, fine strings of steel or brass which 
were passed through holes in the lower 
part of the bridge and underneath the 
finger board and were tuned—according 
as their number varied from about. seven 
to fourteen—to the notes of some diatonic 
or chromatic scale. One of these instru- 
ments, which most closely resembled the 
Viola da Gamba, was the Barylon, a type 
of viol which does not appear to have been 
made outside of Germany, and there mostly 
from the second half of the seventeenth 
to the second half of the eighteenth cen- 
tury. Its name is supposed to have been 
derived from the French Bourdon, “hum- 


ming,” from the effect produced by the 
constant vibration of its sympathetic 
strings. Hence the instrument was some- 


times called Viola di Bardone or Bordone. 
Its tuning was peculiar, being generally as 
follows: 


Ex.3 


2= 


It is celebrated in musical history from 
having been the favorite instrument of 
Prince Nicholas Esterhazy, the patron ot 
Haydn, and the type of viola for which 
Haydn wrote at least one hundred and 
seventy-five compositions, solo and con- 
certed. The predecessor of the Baryton 
was the Viola Bastarda, which was really 
a large-size Viola da Gamba, with, of 
course, the usual sympathetic strings in 
addition to six or seven stopped strings. 
This instrument was generally tuned: 


Ex.4 2 


SSS 


largely after the usual viol manner of 4ths, 
with a 3rd in the middle. Another name 
bestowed upon it was that of Viola di 
Fagotto, this probably on account of its 
compass largely coinciding with that of 
the fagotto or bassoon. 

Another and even more important va- 
riety of the “viola” family was the Viola 
d'amore (Fr. Viole d'amour). This was 
really a tenor viol with the sympathetic 
strings as before, and was played accord- 
ingly, not “da Gamba’ but “da Braccio.” 

The tuning varied, but when not tuned 
according to the chord of the key in 
which the music to be performed was 


ie : 


=: 
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written, the accordatura was usually 
planned thus: 

Ex.5 : 
2 ee ees Se 
for major keys, and in D minor for 
minor keys, the former method being 


termed “shaip,” the latter “flat.” © Much 
used in the seventeenth and eighteenth 
centuries, the instrument has been em- 
ployed in quite recent times, Meyerbeer 
having used it for the obbligato accom- 
paniment to Raoul’s air in the first act of 
“Les Huguenots,’ passages from which 
Berlioz has quoted in his appreciative no- 
tice ot the instrument in his “Treatise on 
Instrumentation.” Many writers have 
speculated upon the origin of the name, 
and, like Dr. Busby, in his “Dictionary of 
Music,” 1786, have asserted that the affix 
“d@amore,’ of love, was due to the beauti- 
ful tone which could be produced from 
the instrument. More probable is the ex- 
planation that the name was due to the 
“sympathetic vibration of the open metal- 
lic strings.” These, as the late Mr. E. J. 
Payne remarks, “produced a_ perfect 
shower of concords and harmonics,” thus 
producing a serious difficulty in the ma- 
nipulation of “a singularly beautiful and 
attractive instrument,’ a difficulty so 
marked that “all notes which would not 
bear a major 3rd” had to be “very lightly 
touched.” Hence the Viola-d’amore was 
essentially a solo instrument, one which 
with its numerous harmonics or overtones 
would not blend well even with the other 
members of its own family. 

Several instruments called by other 
names are supposed to have been varieties 
of the Viola d’amore. Amongst these was 
the Violetta Marina for which Handel 
wrote or which he specified in the score 
of his opera, “Orlando.” Sometimes the 
name viola was Anglicized into violet, 
and this may account for Mozart’s father 
alluding to the instrument or a variety of 
it as the English Violet, which is the more 
strange as the Viola d’amore was never 
made in England at any time whatever. 
This is a parallel case to that of the 
Corno Inglese (English Horn), the alto 
oboe, which has no connection whatever 
with that country and no resemblance 

whatever to a horn. ; 

Bearing the same generic name, but of 
character and construction somewhat dif- 
ferent from the preceding, was the Viola 
Pomposa, a large type of violin, or small 
violoncello with an extra string, midway 
in size between the modern viola and the 
violoncello proper. This instrument, the 
invention of J. S. Bach, possessed five 
strings tuned thus: 


Ex.6 


= 
+}: = 
= 
and was probably identical with that 
termed Violoncello piccolo in  Bach’s 


scores, the instrument for which the great 
master wrote his 6th ’Cello Sonata. The 
fifth string gave it an advantage in the 
production of higher sounds in the first 
and lower positions, but this was’ more 
than counterbalanced by the increasing de- 
velopment of violoncello playing, especially 
as regards execution in the higher posi- 
tions. Consequently the instrument never 
achieved popularity, and its only interest 
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HE PRESIDENT of a Piano 
Teachers’ Association recently 
asked me if [ would meet their 


members and tell them about the Piano 
Class Proposition. She said that they had 
heard a great deal about its phenomenal 
growth, were considerably alarmed lest it 
would mean loss of pupils to them and 
felt that they should learn from an 
authority of its various phases that they 
might know whether their influence should 
be for or against the movement. 

I accepted the invitation to speak to the 
association, and, as its members were all 
private teachers, confined what I said to 
the direct and indirect advantages of class 
instruction to the private teacher. 

As their first concern was a financial 
one—loss of pupils—I began by asking 
them how many out of one hundred chil- 
dren in the poorer section of a city might 
reasonably be expected to ,take private 
lessons from teachers of their class. It 
was agreed that, there would be possibly 
two or three. I then told them that 1 was 
conducting classes of fifty pupils, in full 
class rooms, regardless of special musical 
talent, that the purpose of such work was 
to stimulate a desire for more music and 
give the children a musical and pianistic 
foundation by which they could, musically, 
express themselves more fully and that 
such classes would probably not continue 
more than one season, Asking how many 
out of one hundred such pupils would con- 
tinue with private lessons, I received 
seventeen for my answer, nearly six times 
as many as was given for those who had 
not had the class lessons. I believe these 
approximate figures to be a fair deduction. 
They should dispel any anxiety the private 
teachers may have concerning class in- 
struction in the public schools. 


Value of Class Instruction 


HE QUESTION of accuracy was 
next taken up. “How do you know 
whether or not the children are playing 
correctly?” they asked. It is not difficult 
to handle this problem in classes number- 
ing up to twenty, but in classes of fifty 
assistance is needed. By dividing such a 
class into two groups, the first, third and 
fifth rows constituting “Group 1,” and the 
second, fourth and sixth rows constituting 
“Group 2,’ and then having one group 
stand and act as teachers for the other 
group, the problem is solved in a quite 
ideal way. It gives the c shildren a change, 
and we all know that it is easier to see a 
fault in others than in ourselves. If there 
is any difficulty the “teacher” raises her 
harid and I “assist”’ The “teacher” idea 
I use constantly. or instance, the pupil 
awaiting her turn at the piano acts as 
teacher for the one who is playing the 
piano. She sees that her “pupil” sits prop- 
erly, uses her arms and hands gracefully 
and easily, gets the correct fingering and 
plays the right notes. In dictation exer- 
cises the same procedure is carried out. 
The point of interesting the pupils is a 
most important one. “How do you inter- 
est pupils when so many are working on 
a ‘dummy’?” they ask. There are liter- 
ally dozens of ways to interest them if 
the teacher has imagination enough to dis- 
cover them. To begin with, they are in- 
terested in the keyboard itself—how to 
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(EprrTor’s 


Note:—I/n this age of haste many cultural acquirements have 


come to be regarded as unnecessary wastes of time and labor to attain what 
can be produced merely by turning the dial of the radio or by placing a 


record or roll on a reproducing musical machine. 


for listening only. 


It is meant as well for personal participation. 


But music ts not intended 


Indeed, 


there is two-fold satisfaction in creating (producing) music, since both per- 
sonal activity and emotional satisfaction are involved. There are many 
reasons why the pursuit of instrumental musical activities should receive 


the support of the educator as legitimate educational adjuncts. 


It is the 


purpose of this article to discuss class piano instruction in the public 


schools, 


Mr. H. S. Wilder, of the New England Conservatory of Boston, 


Massachusetts, will tell of his work in conjunction with the development 
of class piano instruction in the public schools in and around Boston.) 


open it, how to close it, why this and why 
that. They are interested in the black 
keys, in the white keys and in the individ- 
ual keys. 

Children, are, moreover, interested in 
their own playing members and the using 
of them, if only there is action enough. 
Here is a thing which should interest 
teachers far more than it evidently does, 
for most of us persist in beginning with 
finger action rather than with arm move- 
ments (if there is found a child who is 
interested in the movements of single 
fingers at the first lessons I would be 
pleased to hear of such an one). They 
are interested in expressing themselves 
concerning every visible and audible thing 
which occurs. Thus they are permitted to 
Say “wrong” 
piano or in a dictation exercise. (I have 
had two or three “wrongs” hurled at me 
since establishing this rule.) 

Credits are given to the players as they 
leave the piano, and here the pupils are 
asked what the credit shall be. -Every- 
thing of this kind appeals to children and 
makes them more alert and keen. They 
are always interested in doing things and 
discovering things, if only results are ade- 
quate from their standpoint. They are 
much interested to learn that mistakes 
are avoided by thinking before acting. 
They are delighted with Mr. Giddings’ 
rule for being quiet and enjoy repeating 
it: “You may make as much noise as you 
choose so long as 


if a mistake is made at the 


seed, or vice versa, from the seed to the 
block of wood, it will not be found diffi- 
cult to interest children in a subject which 
makes such a strong and universal appeal 
as music. 

But piano playing is not direct musical 
self-expression; it is a very indirect and 
complicated way by, which we express 
ourselves musically. Therefore it is not a 
process which may be-safely guided by 
the emotions only. If it is to have per- 
manent value the-technics of musical ex- 
pression and finger dexterity must have 
intellectual guidance of a high order. 
Here is the great problem today, if piano 
class instruction is to\ become a definite 
and worthy department in the education 
of our children. 

The technic of musical expression, if at 
all well presented, interests children from 
the beginning, and enough for their im- 
mediate needs is easily acquired. But the 
technic of physical dexterity demands pa- 
tience, perseverance and abundant clever- 
ness on the part of the teacher if children 
are to become interested in it. They will 
become interested, however, if this phase 
is presented in ways which appeal to them. 


Physical Motion before Emotion 


F WE would interest children we first 
should learn from them how to pro- 
ceed; then, by following them, we shall 
surely interest them. That physical action, 
especially if it be 


zee catutear (ei eyed My Moree Sat Avene wine Hair Like rhythmic ac tion, 
It interests them to |e’ QucHT TO PLaY THe PtANo ! * makes a_ greater 
realize how quiet appeal than melody 
they can be. there can be no 
doubt. The child’s 

Teaching Technic first attempt to ex- 
HEN ONCE press himself at 

we fully ap- the piano will in- 
preciate the fact ariably be by 
that a child will moving his arms 
become intensely in- gracefully and 


terested in a block 
of wood, if the 
teacher but have 
the genius properly 
to present the sub- 
ject, tracing it back 
through the saw- 
mill to the forest 
and then to the 


rhythmically over 
the keys. Her’e, 
then, is a solution 
of the problem as 
to where the physi- 
cal side of piano 
playing should be- 
gin. Here is a nat- 
ural and_ simple 


an example for tempo and characte 


‘going to sleep and perhaps dreaming ¢ 


way to start what will prove a sane, 
and direct path to intelligent piano pl 
And this is quite as it should be, for | 
will always result in a great economy 
establish easy and graceful arm and hand 
movements before endeavoring to con 
the smaller members. 
In the work that I am now doing > 
full class rooms in the Boston Pul 
Schools, we begin with rhythmic 
movements to given fingers of each h 
Having located the five “C’s,” on a fo 
octaye keyboard, we at once play them 
and down with the alternate hands. T 
gives the players abundant “action,” 4 
quaints them with the entire keyboard 
rather than a few keys in its center, am 
is a process which demands thinking obey 
seeing ahead and locating ahead. Doi 
this exercise steadily will prove one of t 
best mental and physical gymnastics it 
possible to give. The children never ti 
of these ‘Pianist’s Gymnastics,’ as we 
term them, because they have an uncon: 
scious feeling that they are “doing some 
thing.” i 


Rhythmic Background for Memon 
Work i 


HE ALTERNATE arm movements 
are continued as a basic feature for 

the first ten lessons—it really amounts to 
beating time with the arms—and thus fun 
damental rhythms are firmly esablished. — 
By using first single fingers, then two, 
three and four finger groups, the pupils 
easily acquire the ability to play eight 
triplet and sixteenth note groups. By then 
combining the hands we have four, six 
and eight note groups. Later, by u 
these groups in sequences of from two 
eight groups, the children readily acquire 
the ability to play sections which include 
from sixteen’ to forty-eight notes. Thi: 
training early makes it possible for 
them to memorize pieces of twenty-fout 
measures. 
When the pieces are memorized an 
easily played by the entire class the 
children name their own titles and interpret 
them. For instance, a little piece calle 
Hopping, Skipping, essentially a technical 
study for acquiring facility in playing 
skips of a third, has inspired over 
hundred titles, as: Cradle Song, Moonl 
on .the Lake, The Dashing of the Waves 
The Ghostly Figure, A Stormy Night 
(played two octaves lower than written), 
Merrily Dancing, The Wolf Looking for 
Prey and ten other titles from one pupil. 
These titles are most interesting and oftes 
show the keenest imagination. 
When a title has been selected, as Cradl 
Song, the children are asked whether - 
should be loud or soft, fast or slow 
with or without decided accents, as we 
as other questions which may occur. 
answers to these questions are practicall) 
one hundred per cent. perfect. The pupi 
whose title has been selected then goes té 
the piano and plays a few measure 


brief word is given concerning the 


fairies and the entire class interpre ts 
Cradle Song. 

While T cannot hear the playing | 
any, except the child at the PiaKO, all 
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ws Book for Gechnic 


started teaghing about a year 
and enjoy the work very much, 
dless of all ee problems. I have 
| pupils, mostly all beginners. I 
uld like to ask what you consider 
good book on technic, to teach 
n with the regular’ studies: 
thews’ Book I, scales, chords, 
pegzios for one octave and a piece. 
Up to now I have been using ‘the 
Thler Studies, Op. 151, and_find 
t the exercises seem so difficult 
and dry that my pupils just hate to 
_ practice them. ‘ven my best pupils 
seem to have’ “considerable trouble 
with them, After the Kohler stud- 
ies, I teach those by Hanon, which 
my pupils seem to like oa 


far the best book I know of for this 
pose is a small blank book of manu- 
music paper. Every one of my pu- 
pils possesses such a book which he brings 
ach lesson and which furnishes the first 
s to be considered. In this book I 
rite down just what technical work he is 
to practice during the following week— 
Inger exercises, scales, arpeggios—together 
exact directions for their practice and 
other suggestions which I wish to 


this way a volume is compiled which 
s much more valuable than anything that 
ean be bought, because it is composed for 
exclusive needs of this individual pu- 
There is a stimulating element of sur- 
in this method, too, which is not fur- 
1 by a big collection of ponderous 
chnical exercises. 
eanwhile, gather material for such 
e from any available source. Keep 
e such manuscript books for your own 
, one for finger exercises, one for scale 
rm and the third for chords and arpeg- 
Q 0s. In these books write what exercises 
have found most useful in your teach- 
These may be classified under various 
gs, such as exercises for contracting 
panding the fingers, exercises for le- 
to or those for staccato. They may also 
»plemented from time to time by new 
ses that are found efficient. 
, it is easier to rely on some instruc- 
book; but your keenness as a teacher 
crease the more you think out such 
is for yourself. 


ials for the Early Grades 


) I have a ‘class of ten pupils. 
ren. and eight years old. I started 
em with “Tunes for Tiny Tots,” 
jams. What book shall I 
after I have finished this? I 
them come for class work once 
\ and would like suggestions 
how to teach the class. 

(2) have anguier pupil, nine 
aah ng “New 

for Little 

— 


: try Engelmann’s 
Studies,” 


a LP 
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Your idea of having a weekly class les- 
son is an excellent one and is fraught with 
great possibilities. You might begin each 
lesson by having two or three of the pu- 
pils at a time play finger exercises or short 
scales on the same keyboard. Then let 
them play to each other little studies or 
pieces which they are studying and which 
you may talk over with them as to technic 
and expression. You can make much of 
ear-training, too, by having each child 
bring a book of manuscript music paper in 
which he writes rhythms and melodic frag+ 
ments which you play to the children. 

Sight-reading of easy duets, intimate 
talks about composers and explanations of 
musical terms are other factors that may 
be introduced to advantage. 


Will not other teachers write their ex- < 


periences with such class work? 

(2) For this pupil I suggest “Easy 
Studies in Early Grade,” by Bilbro, or, 
somewhat more advanced, “Second Year 
Study Book,” by Sartorio. 


(@ultivaitng the Rhythmic 
Sense 


How should rhythm be taught to 
beginners ? H..B..2. 


There are two problems involved in 
teaching rhythm, the first dealing with éven 
measure-beats and the second dealing with 
rhythmic patterns formed within these 
beats. The more training a pupil has on 
the first of these problems the ezsier be- 
comes the solution of the other. 

Begin, therefore, by cultivating the 
child’s sense of even beats by physical mo- 
tions, such as marching about the room, 
clapping the hands, drumming on a table 
with a pencil, and finally playing the same 
note repeatedly on the piano. In all these 
motions insist on the pupil’s counting aloud 
and. applying such counting to the princi- 
pal meters, such as 

2/4, 3/4, 4/4. 

Appeal may meanwhile be made to the 
child’s imagination, in order to give more 
picturesqueness to this routine work Let 
him, for instance, think of a bell pealing, 
very slowly in whole notes, somewhat 


_ faster in half notes, and still faster in quar- 


ter notes. For this purpose he counts and 
plays as follows: 


eas. 4 Le 234 


le 


Proceeding then to rhythmic patterns, you 
may deal with each in turn, from the sim- 
plest to the more complex. Let the pupil 
play with one hand on a single note (C) 
several measures of 4/4 meter in even 
beats. Continuing this process he may then 
add a simple rhythmic pattern an octave 
above, with the other hand, thus: 


b 


The same idea may be carried out with 
other meters and with a reversal of the 
hands. After such simple divisions are 
mastered, he is prepared to tackle more 
complex divisions, such as: 


SS ee 


s2 


3 


=e 


abe 


2S 


a 


In assigning lessons for practice, see 
that the pupil understands in advance 
every rhythmic quirk, by explaining and 
having him drum out, as shown above, 
each new or doubtful rhythm in the new 
lesson. Half the battle is won if he is 
thus thoroughly grounded in the funda- 
mental time-values and is able to count 
each of them aloud. 


Finger Work 


(1) es it of particular advantage 
to practice exercises in all the dif- 
ferent keys? 

(2) Are sympathetic movements 
of the third and fourth fingers more 
or less natural or should they be 
absolutely eliminated? This tend- 
ency of my third and fourth fingers 
is especially evident when playing 
a trill quickly or even fairly quickly. 
When my fourth finger strikes, the 
middle finger jerks above and 
towards it. Thus the fourth finger 
does not have any individuality at 

_all- but acts as though it were a 
kind of push button of the third 
finger. In slow practice I do man- 
age to lessen the above effect to a 
limited degree. Also, the fifth finger 
straightens out when the fourth fin- 

» ger strikes the key. ANG Ae 


(1) Yes, in general, finger, scale and 
arpeggio exercises are rendered much more 
efficient if they are transposed into every 
cther key, in chromatic order. Sometimes 


the change from one key to the next may 
be .effected by simple, modulating chords. 
Thus the following formula furnishes a 
good hasis for practice on chords of the 
seventh : 


These chords may be treated in various 
figures, such as the following: 
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THIS DEPARTMENT IS DE- 
SIGNED TO HELP THE 
TEACHER UPON QUESTIONS 
PERTAINING TO “HOW TO 
TEACH, “WHAT TO 
TEACH,” ETC., AND NOT 
TECHNICAL PROBLEMS PER- 
TAINING TO MUSICAL 
THEORY, HISTORY, ETC., ALL 
OF WHICH PROPERLY BE- 
LONG TO THE “QUESTIONS 
AND ANSWERS DEPART- 
MENT.” FULL NAME AND 
ADDRESS MUST ACCOMPANY 
ALL INQUIRIES. 


(2) Throughout the nineteenth century 
all kinds of devices were invented to equal- 
ize the fourth with the other fingers. Schu- 
mann permanently lamed his fourth finger 
by tying it up for several weeks. At one 
time it was the fashion to have the liga- 
ment cut which binds the fourth finger to 
the third. 

But the modern pianist does not lay so 
much stress upon raising the fingers, sub- 
stituting for this the forearm rotation. So 
don’t worry about your apparent disability. 
In trilling it is generally better to employ 
two alternating fingers, 1-3, 2-4 or 3-5, 
thus reducing the strain on closely con- 
nected fingers. If, in slow practice, you 
keep your wrist loose and a little elevated 
and rotate freely to right and left, you will 
eventually improve the flexibility of your 
trill. 


Added Lines and Spaces 


Commenting on the article on “Added 
Spaces” in the November Round Table, a 
correspondent writes as follows: 


Staff degrees, lines and spaces, rep- 
resent musical pitch. The staff is an 
assemblage of parallel lines and their 
spaces, the five-line staff a common 
standard. This permanent staff may 
be extended by means of temporary 
short lines. 

For convenience in teaching, num- 
ber the lines of the permanent staff 
from lowest upward, one to five. 
Number spaces betiween lines of per- 
manent staff upward, one to four. 
Below the first line is space below; 
above fifth line is space above. Short 
(‘leger’’) lines used for temporary 
extension of staff are numbered up- 
ward and downward from main sta 
first line above, first line below, and 
so forth. Temporary spaces result- 
ing from such extensions are simi- 
larly numbered, space above and be- a) 
low being considered first, the next 
above and below, second, and so on 
indefinitely. 

Short line and space extensions of 
staff are not “added,” but are regular 
staff degrees, omitted temporarily 
when not in ‘service. The space be- 
low the first line of the permanent 
base staff is, therefore, an F space, 
named simply Jirst space below, not 
“first added space below the bass 
staff,” a common, but clumsy mis- 
statement.—WILLIAM B. KINNEAR, 


An Infantile Pupil 


I would like to know if it is pos- 
sible to teach a three-year-old child, 
and, if so, what would be the first 
book used and what method? 

I have been teaching piano for 


eight years. My son will soon be 
three and I am anxious to know 
when I can begin his musie work. 
Being with him at practice each 
day, I think I could get him to 
grasp a little Knowledge of the 
subject. Mrs. C. B. 8S. 


I advise you to begin by spending a few 
minutes each day in awaking his sense of 
rhythm and melody. Let him clap his 
hands in time to simple pieces which you 
play to him. Pick out themes from stand- 
ard works, such as Beethoven’s “Fifth 
Symphony” or Schubert’s “Unfinished Sym- 
phony,” and teach him to recognize them. 
A clever young woman of my acquaintance 


(Continued on Page 479) . 
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Geaching the @hild to Play 
Legato 


By STELLA WHITSON-HOLMES. 


In teaching legato in which one hand 
plays as a single voice, the child may be 
shown the difference between a good legato 
and the marcato (portamento staccato) 
performance simply by singing the notes 
under the slur. She will immediately see 
how really funny it would sound if a 
singer should sing such notes marcato 
instead of legato. In this way a correct 
conception of how legato should sound is 
instilled. 

In the case of teaching double notes, 
the problem involved is more complicated. 
It is wise at first to select a piece with 
double notes, a piece in which one of the 
voices repeats itself again and again, thus 
leaving only one voice to be played in 
strict legato touch. For instance, the first 


two measures of Brown’s Piwvies on the 
Water is marked with one slur. In the 
following illustration 
Ex.1 
z 
ase FF — 
4 3 2 


we see that, while both notes of the beat 
ate ideally and theoretically legato notes, 
the upper ones can hardly be made legato. 
It is very simple, then, to have the child 
play the melody notes (in the second 
voice) separately, with the correct finger- 
ing, until they sound like a song. Then, 
when the upper ones are struck with them, 
she may simply listen for the former effect. 

When undertaking the teaching of this 
passage: 


it becomes no more difficult than the music 
of the first illustration, if the first has been 
previously threshed out. Each voice should 
be played separately in strict legato style, 
the pupil endeavoring to retain both the 
sound and the feel of it in the hand. 
Legato playing will not be found difficult 
once the proper conception of it has been 
formed in this way. 


Piano Guning—How Perfect? 


By THomas A. HENDRICKS 


_ WHEN a violinist tunes his instrument 
he tunes by a system of perfect fifths. 
Many other string instruments, such as 
the ’cello or viola, are tuned by using the 
interval of a perfect major fifth. Like- 
wise your piano tuner in tuning your 
piano goes by fifths, fourths, thirds, sixths 
and octaves, but the only intervals that 
he tunes “perfectly” are the unisons and 
octaves. This may sound strange to some, 
but such is the case. Your piano is never 

1 “perfect” tune, even after the most ex- 
pert tuner has just gone over it. You will 
probably say, “What is the use, then, of 
getting a piano tuned?” 

In tuning a piano or organ we make 
use of a system known as “tempering.” 
This system had as its first champion 
Johann Sebastian Bach, who wrote the 
wonderful work “The Well Tempered 
Clavichord” in order to exploit it. 

Previous ‘to this time all keyed instru- 
ments were tuned by the old “mean tone” 
system, but by this method only a few of 
the different keys could be used in playing. 
Bach showed. that by employing the new 
tempered system all keys could be used. 

Unisons and octaves are tuned perfect, 
but fifths are tuned just a “shade” flat, 
fourths a little sharp and major thirds 
quite a bit sharp. All through the scale 


all of these intervals are more or less 


“off”. 
Let me explain how this happens. Take 
these notes, for example: 


x 
ij 
From C to C is an octave. From the 


same C to E is a major third. From E 
to G# is another major third. Call the 
G# an Ab. From Ab to C is still another 
major third. I use this to show that three 
major thirds equal the same distance as 


third above, E, will have one-fourth more 
than sixteen, or twenty. If this E has 
twenty vibrations, the G# above must have 
one-fourth of twenty (or five) plus the 
twenty.- We then have twenty-five for 
our G#. Call the G# an Ab. If the Ab 
has twenty-five vibrations a second, the C 
above must have one-fourth of twenty- 
five (six and a fourth) plus twenty-five. 
This gives us thirty-one and a quarter 
vibrations for upper C. Thus it is seen 


that by measuring the same distance two | 


different ways we get a difference of 
three-fourths of a vibration. 


JEUNE FEMME A LA HARPE 
(YOUNG WOMAN AT THE HARP) 
A REPRODUCTION OF THE EXQUISITE PAINTING BY H. COSSON, 
IN THE PARIS SALON 


the octave. But let us investigate and see 
if it really does. 

An octave to be perfect must have twice 
as many vibrations in its upper note as 
in the lower note. In other words, if “A” 
on the second space of the treble clef has 
435 vibrations a second, the “A” one ad- 
ded line above the staff must have 870 
a second. This makes a ratio of 1:2. In 
a major third the upper note must have 
one-fourth more vibrations a second than 
the lower one. If the lower note has four 
vibrations the upper must have five, or 
if the lower note has sixteen, the upper 
must have twenty. Here we have a ratio 
of 4:5. 

Now for convenience of figuring let us 
assume that “middle-C” gives out sixteen 
vibrations a second. Doubling the amount 
for the “C” in the third space gives us 
thirty-two a second. 

Starting again at “middle-C” as giving 
sixteen vibrations a second, the major 


Thus, in order to make three major 
thirds equal an octave, each one must be 
“stretched” slightly. 

Of course our 
517.3 vibrations a second, 
venience of figuring we assume 
sixteen. 

We find there is always this little dif- 
ference or “comma” as it is scientifically 
called. The old Greek philosopher, Pytha- 
gorus, discovered this “comma” hundreds 
of years ago and it is sometimes called 
the “Pythagorian Comma.” 

What the piano tuner does is to dis- 
tribute this small amount of extra tone 
so it does not offend our ears in playing. 

Anyone wishing to delve into this sub- 
ject will find it a very interesting study. 
[t is well handled by Pietro Blaserna in 
his work, “Sound in its Relation to Music,” 
and in an article in Grove’s “Dictionary 
of Music and Musicians,” as well as in 
“The Modern Piano and Allied Arts” by 
William Braid White. 


“middle-C’ gives out 
but for con- 
it gives 
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How to Add Variety to Youn 
Folk’s Recitals | 
By Lotta A. BELDEN . 


! 


Sones illustrated rhythmically often add 
variety and interest to pupils’ recitals. In 
presenting a six-year-old pianist, the duet’ 
book, “Just We Two,” by Spaulding was) 
used with the primo used as a vocal part) 
and the secondo as an accompaniment. 

Fairy Bells was effectively played — by 
one small pupil and sung by several others 
who kept time to the music by swinging, 
sweet-toned bells at the half-note beats 
in every measure except the last, when the 
bells were sounded but once for the whole 
tone. WS: it 

Grandma made an attractive song, only, 
the title was changed to Lullaby, and, 
in place of the words “knitting” on the | 
second line, “rocking” was substituted, 
and, on the third line, “mother” was sub- 
stituted for ‘grandma.’ On the last line, 
“rock her to sleep” was used instead of 
“knitting for her pride.” This was sung 
by little girls holding dolls and rocking 
them to and fro to the rhythm of music, 
two motions for each measure. | 

The Cuckoo Clock was sung and illus- 
trated by swinging of arms to represent 
the pendulum. ‘ 

Sleep was sung with eyes closed and 
heads swaying to music. 

The Choo-Choo Cars was played in duet. 
form. For Primo part a pupil with a, 
good sense of rhythm was selected, This 
can be illustrated by having the pupils. 
first line up. After the introductory meas- 
ures the pupils should be ready for count 
one with right foot and march off at 


\ , : ; 
the rhythm Ia continuing this way 


until the close. The rhythm should first 
be practiced without the music. One child 
may sing the words. These duets, if used 
in this manner, will create a great deal of, 
interest with young pupils, 


Summer Pianists “Dailies” 
By W. D, GALIGHER | 


Tifteen minutes finger work, stretch- 
ing exercises. : 

Iorming and playing major scales 
CG, Dy Awe 

Forming and playing major scales’ 
C, F, B-flat E-flat and so forth. 

Fifteen minutes on some work 
(piece) studied in the past and 
more or less forgotten (takes the 
place of sight-reading). 

Fifteen minutes on arpeggios, major 
and minor. Chords. Modula-| 
tion of chords. Chromatic scales 
in 8th, 3rds, 6ths, 10ths, contrary 
directions. 

. Fifteen minutes on last pieces 
studied, playing for artistry andl 
memorizing. 

Body and hand positions must be 
absolutely correct. The order of 
arrangement of these “dailies” 
may be varied from time to time. 

Fifteen minutes of honest, concen-_ 
trated effort done four times a 
day will give an hour towards the 
development of piano technic. 


No ek: 


No. 2. 


No. 3. 


An Acrostic of Appreciation 


By L. J. ScHUMAKER 


E—Excellent features mark THE Eruil 
T—Texts that are finest its pages include, 
U—Unchanging value its readers all find, 
D—Dearly loved magazine, best of its kind, 
E—Elite of music, true, noble refined. — 


“Were it not for music, we might 
these days say the beautiful is dead.”- 
DISRAELI, 


Page 451 


eel 
Q 
Dd 
~ 
Ra 
S 
S 


D 
ns 
5 
= 
oo 
2 
nN 
< 
= 
a 
< 
oo 
© 
je 
= 
(x) 
eH 
Z 
© 
O 
< 
Z, 
me 
[x] 
fa 
© 
= 
) 
Nn 
n 
< 
=| 
O 


Fy 
Lo) 
= 
© 
Z 
<— 
a 


<._— 


* 


THE WATER 


——— 


WITCHES 


From a set of “Three Sketches 
Mo 


NTAGUE EWING 


MO 


¢. 


108 


“By the Silver Pool”. Modern and poetic. Grade 3 
i080 M. M. «= 


7 
’ 


rato e graz 


de 
5 
2. 


Nau 


(S 


‘aq / 


2 ey ash 


ight, 1923, by Keith, Prowse & Co., Ltd. 


pages 427, 459, 487 


issue on 


1S 


in th 


ions 


ect 


;* eo 
Pet) “] 


a SO 1s 
Pa es eee 
L_g @ gig | eX 


X 


L.van BEETHO 


Oe AE.) a) Ne (A 


SS == pag -———-~—. 
= 2 


ao —-—-—--- —— 


“NEL COR PIU” 
SIX VARIATIONS 


hae hae Be 


| | @ @ 


llegretto 


la 


. 


g 2-2? eo 
> is Seam Sos ie eae ae 


3 


ino quas 


ade 5. 


JUNE 1928 


Andant 


classic. Gr 


Tema. 


SQ 


> 


Page 452 
A famous 


Page 453 


JUNE 1928 


Ba 2. PS 0s) Gee eee 


a CREE ES Tee SS RS 4b 1 es a 


Raa ae 


LGA MSG BV ee See Sse ASS ee 


oN 


piu tranquillo M.M. d= 144 


Poco 
“cf : 


; Var. IV 


- er ee RS ce ae =o 1 a ee 


Te. “edt, A) 
wall Awl | 
MT /' 
: rT : 
Hy FN | Hh 
I 
il neil 
ante oa if nil 
ut r) I 
1 | it re! 
| Hu) stm a, 
well Hed. a 
. i ul 
han o » W 
Ri age A 
uly 
Ni) <1 iu My 
il lM 
Ws fre 
“Hl aii! 
“Tei Vell 
Fer) TTR! il 
“tt fib) it 
i May | 
ee l Gr 
rT jj 
3 a |! il N 
$ Nil | 4 
ut il 
ail 
3 Mt) Sse les P i 
= il AT] i = 
tilt i : 
. 


—_. — 2. —_—_—_s eee 
, 


i 
2 
| og 
= 
= 


ima 


ae 


ino piu an 


aaa 
Bek 
2 
4 
eas 
res 
| ot ag 
f 
ae 


3 
Crésc. 


. 


po primo 


Tem 
V 
=e 


JUNE 1928 
b 3 
SS SS Ge a a 


un poco marcato 


mf sempre legato 


Un pochett 


4 
<a 
y—— 

4 
< ae 

U 

Lo 

a 


Page 454 


; 
ae 


Seen ewe ese Oe \— 
PSP (tS ee ee ee ee 
ae CE 


ee 
— 


P 


a 
——- 


i. ee 2 eee Se ee ee 


en ee A SO ee, 
ee ee ae 


— 


| , | i 
Hit ik snl i f | 
fey lll | ‘tt | | 
| a. | Hh | | 
| iy ell i ‘ 

H «| | H i 4 
ai sy | eal | ! 
Rit th | t il (st I 

sal *, ! 
4 i | 
\au, lil 
‘! tt 
] ok 
ull 
K 
: | 
i it ' 
Wy Ws 
I! ‘x 
yl 
He : 
‘ tt ' | 
“ . 


P= ~~ 


JUNE 1928 


Page 456 


RENE CHANSAREL 


MOCK 


LA SIESTE DANS LE HAMAC 


IN THE HAM 


- 


A beautiful example of modern 
“at mospheric” harmony. Grade 6. 


a" 


MY Gt 


dolce 


rn ee ee 


Molto tranquillo, non giusto 


tt igh { 
=siit 
Ure __feny rl 


a tempo 


aarg 


ae time:to Co 


i! 
lk 
lh 
fit 
iN 
Kin 
it 

i 

: Ki 
PSS Il 
Any = np 
it 
iy 
ih 
in 
i 
ii 
te 
i 
(} 
ii 
1B 
I 
i 
Enh 
p| | 
i 
qt 
st 
I: 


| 


re A 
as 


many 
erey 

gas 
Ann} 


a) Like distant belJs. 


Copyright 1916 by E. Demets 


Page 457 


I 
hint 
uth 
isl 
a8, | ! 


JUNE 1928 
3 
—s 
i 
hee! 
alee ai 
4 
=e 
pereem 


aw tttiTs 
silt 
lil 
HN ial 
\) all 
thas Soa II 


| lhe 


; | bt | 
/ (N | WN i 
PERRO 
Sh | pa 
a : 
<u i 
> baz 


"HE ETUDE 


ti 


Sel SH 
iim 


MAURICE YVAIN 


FRILLS AND FANCIES 


_A dainty modern French number, with 


“many syncopations. Grade 33 


j 


Allegretto mM. 


J=108 


q 


o, 


Last time to Coda 


ht 1910 by E. Demets 


JUNE 1928 


Page 458 


O LAMB OF GOD 


AGNUS DEI 
INTERMEZZO 


from“LTARLESIENNE” 


GEORGES BIZ 


A fine dramatie number. Grade 4. 


9 ae 


ie 
Lee TST 
| 


I 
wx < ee! | S<élel 
eer CE 


ni 


Ped. simile 


ae wee 


« 


> 
Ne 
cian: * 
illgg 
Oh ee 


=84 


Maestoso M.M. é 


N . 

i 
a Ni 
H ‘< RE on 
= Us a | 


w= on 


oh 


g pe 
= 25) 
® ea) 
& Zz. 
S a 
> 
Ye 
jem 
hs 
“2 7 
> <x 
~ 
ow 
By fx, 
S a 
s 


Sa ae, SS TS es Re SD 
@ PULA Se oe a a rye 


=< %-__——_ 


FAR OER THE HILLS 


(Ghicie ee eee 1 Pochetto piu mosso 


, 451, 487. 


ja FS I) ee ey 
BRA Fi eee eee 


ch 
Q 


8 
me r) h 
ae =| [iis i. § 
K MN 6 cet | 
2h ee ee. 5, ib f E 
pa ee = (hh 
goo Cet tie B S siadnhajemaieiaaaionpeba 
5% 8h 25 si eran ener 
2 + = 
sg32 3242 m Oe 
z= $e g2 &S ay wat B 
ee) : ’ 
3 a ore zs I ac=2 MeN = 
S& oo “en oes we ee for) 
sis 8 sae Lol 4 
Mae fat cee at 
cn oS = 9 : ~ 
Sp RRC DA z 
a oe | 
_ = ye 


OUTSTANDING VOCAL AND INSTRUMENTAL NOVELTIES 


1 Ch CON ESPTESSIONE 


Chimes 
1er Music Sections in this issue on pages 427 
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Copyright 1926 by Theodore Presser Co. 


Page 461 


JUNE 1928 


DANCE OF THE TOYS 


Ty LLL 
; TVW UE 
ll | 
i NENA 
; nau ! l 
| (sty | Os 
i WU 
Tl 4 So 
Z Tl TW) UU 
‘ | AW IE 
Pee UT OT 
Mt URE Ca Md 
A a A A) ll al 
i | f i 
d WS a Ke 
i a thea 
: al Hines 
oH 
om 
alll 
: Hl 
i re TT oll 
(ii i “| 
(ag Wl Nu 
z A My Hh ine 
6 ay LS Ui ni 
: | my | a 
it WI. 
a fi : 
HQT 
eee Ut 


ree ala aa ma 


. 


m here go back to the beginning and play to A; then play Fine. 


oT 


jong 


-est ani 


‘British Copyright secu 


Be the sweet 


RICHARD KOUN’ 


With her old- fash 


call, 


rest 


old - fash- ioned years,With thei I 


re 


can 


me, . 


Through the 


who each hope 


sun -shin- ing through from a 
May the years of her 


one 


the dear-est and best one of 


From a_ heart that was made but to, 


old-fash-ioned love just for 


OLD-FASHIONED MOTHER OF MINE 


g 
22 3 
Boa c cs) 
s i oe 
© Sg = 
be] 
= = g 
- tag 4 ! 
MN Me ist 3 
és = x 8 ‘ 
a ki > = 
n is oy 2 + 
“2 2 mM «8 3 
Az o ce) oe + 
ve! = a 2 Se 
» > 3 
3 : & = 
Bos = 6 a ee 
~ wa > 
as B m2 
eg mi sc 2 - 
“hp 3 +, : oi 
OS OS = ¢ a rae 
om o> & z = 
QU ‘age “ . 3 
oO 5 : 
Sh Ze : = : 
aut path 2 o s E 
: oO 
a > fs) S 4 ad 
of) Ho = ® B f 
mM = S xs 8 
a S a) 
c é a : : 
Q> ed o n z] 
2 2 - 1 3 i 
’ © os = oe w 
hy a = 8 = a x £ 
m1 £ ¢ : 
s ° 2a i 2 iS : Ht 
~ os a=} =) é 3 
_ = 
» A «2 o 2 © 3 | a 
oe 5 a7 : = : z 
<x a NAS cg a 1 g = B 
BS x) Ae) 3 
“8 “ || ait 2 \Tls E a 2 
; Bo g ma 
[x] = thes et oH a n o 
Ny et : : < = = 
a 5 38 UW? iiss aii, : : 
“ ~ Me Sx 2 Hy = = % 
© 1 j 
S _ min s=2 a Ey 
XY 


Page 463 


JUNE 1928 


pmeno MOSSO 


years of 


Jon 


Till the 


moth-er of 


2. And if 


© 
Q 
=| 
eal 
3 
fy 
® 
1 
c- 
~ 
° 
= 
ro 
® 
g 
= 
! 


fash 


best For that old- 


( 


lh. 
a 


if 
ly 


pmeno MOSSo 


ii 
Ih 

it 
a 

Sas 


ICS 


X 
++ 
i 

il 


nl 
vt 


N 


< 
= is 
= i 
stall 
a i 
omalll 
(x, By 
omaill 
eS Ih 
| 
sat | 


! 


,ITS JUNE 


_ ae 
2, Ee a 


EES 12 RSA SE SD ED ee “SW BE 
OS BAS? ES 2 Ee > A  ) AS 


Ss a os 
= 
ia 

LA 


Lous TU PiD 


iccioso 


Capri 


x 
I 
} 


| 
f 


RACE S. LOVE 
i 


the 


in 


brand new tune, The wise old man 


self why the night’s a- glow, And birds some - how sing a 


I asked my 


ike 
| 
hl: 


it’s 


And Jaughed,“You stu - pid, 


moon leaned low, 


REFRAIN (Very brightly) 


in 


and 


June! 


It’s 


June 


It’s 


British Copyright secured 


yright 1928 by Theodore Presser Co. 


Su = 


Breathes 


JUNE 1928 


Page 464 


~~ 


—— 
To 
METRES: : 
= 
- 
3 
| 
me 


aS 
a 
boon, 
SS 
Ss 
3 
z 
a a 
Ee Ae a 
C= Ss ae 
SLES PSEC TY 


SS a ee 
Se 
nt 
rd 

a 
4 ——— eee 
EE EDD 
ER BEES 
— a ae 

i Bas 
A 

a AERTS TES 
ees eT 
nS 


ae 
—# 
Se ae a a 
gtant 
pza 3] 
nm 


eee ae eas) 


a 


ES | Ee GE a Ol ME Ee Ee ae ee ee Hoe ee 


"ES Sea SE ASS =] PSP Sy Pie ase 
| ST PES, EE CP AY “AOS EE EI ES PRI ea ee SS SN 


aa 
r 


i 


f 


aun 


Lal Tos nal 
ne re 


é 
EEE — Ma EE PR ES) (FG BPE TR OT = ae SS 


) 


| 
i 
7 
4 


SZ, 


ny 
* H (¢ aK | f am 
) ‘ TI 
= 4 q ! q 


bul MIN MIN 


———— = — ee 


Pes i i nn. mn Tm » ML mM : : 
© e h, = re il 3 S 8 
© 9 |IN : itt : pew : 
emi ‘lf i ete, i es Ee 
E (| ci ef a el AE ee I : 
re 3 a ee a sy 
NM 2 4 If} & Lagi ara 
= sara cil f 3 if hee: P| jcre) & 08 ain E 
z i 
ee il + ij i os HT) ay TT cE 
Ry =| z= S oe) 
SOM MM AI ewe RL titel) tS NUT 
> A ev ae | It ry Met 
felis Mli)) at "i sa SUF alle UN ENE NIP 
as i o e o 
a AL’ se 
US 2) TA T8 ; HL aguilih ahh tt = Ht Tom MATE TILT 
my | Ht , i sft lhigealh alii 
ce RII : em eld I 
TA SHalesaial 1/0 3 [IEP 2 Il 
ea) | is: S | ) EEss ® | 
! ‘ TUE ¥ 2 
> |p 4 ihe 3 wert =| LBL 3s | ii = li 
Sallie ap ie SRL etWcen: Ui 2 mel IP [Sy Tn 
ae HT « & TH a TH S i The OT Ty). | oT 
ea Mure ues : ; el mee 
Ee oe —_— wn 6 
“t tt SE: Heel ue hee 4 clinp a 
2 Call) E Gala Ge alli HNibege lh il 
Yio rene eZ 
rai N Le A) TF oii, fy > (ERS s\ITh - 
me To I 3 eal me Te eld[| = LIne ; 
= hey ITS Hl slate Ally “(tur = VERS UT 
ill i i * ih rT ISS] NARA RoMmOR LUE gira F 
— . 
™ tel E HHT HIT. ; 
- fms ith - 
ar i 3 Nhe : 
seabins WT = UT ally gull 
p mut ty 3 elim UID SHE is = IS HIN fT 
ye a : : Cie ba asa re gan : 
fered) l) ° « 
as ss TN = (RTP Te Tse SSI heslil : 
: 1 é fee t+ HA sc) SNE AG) vip § HHT : 
: Ms ahh : a SNE ; E 
: ia : : Wiig ea | é 
(>) he 
: ih i Pr Meg TEL NN i be 
= SN) = LU be ih Tres qy® UU = Ps i. 
° ilk x Zz i S | il = ih TT TT] 
Dm ins] 
A al Hy LLL | hh g 2 
2 eRe ew it IK esslll | 
i LY 5 ‘IBN = a) 
Cm BaD Hy Od a “oral TR ill = e 
[se s HE % 
2 ip B peal AA an? 3 : 
~~ 
a pe et 3 ih Ald g < a 
a | rf Ne Mh Kr el ial Ne : ; 
‘ : ae @ pe . on 4 - ch bh J) 4 | i 
= ; pSV onset Ce i = 4 bed aa mb. -20 SY R . b.=2 KEL BN 53 bxsZ oe BN de 


salts ord BEEP bs —— - 


JUNE 1928 


Page 466 


ESTRELLITA 


A very popular Spanish-American melody. 
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EDUCATIONAL STUDY NOTES ON JCUSIC 
IN ©HIS ETUDE 


By Evcar ALDEN BarrELL 


iny Spain, by Montague Ewing. 


and colorful themes make this a 

“attractive number, and the rhythms are 
characteristic. If your finger action is 

to be sluggish, Jn Sunny Spain should 

_to something nearer efficiency. 

is an analysis of the piece. How often 
make ane 4 analyses of the pieces you 

‘It is a very salutary 

duction (12 measures 

n A: 16 measures in C minor 

"Ss 16 measures (same as previ- 
ous, but an\octave higher) 

16 measures in E-flat 

m C: 16 measures in C minor 

ion B: 16 measures in E-flat 

: 32 measures, as at beginning 

sis music is of three types: (1) languorous; 
; (3) a combination of (1) and (2). 

esent composition is in the second cate- 
Play it evenly and with strong ac- 

ation. 


rocess. 


ion B: 


7 a Militaire, by Richard Kountz. 


d Kountz is a versatile writer, capable 
cing interesting material in nearly all 
sical forms. Originally a Pennsylvanian, 
dw resides in New York City. 
ure to make all the repeated notes clear 
tinct. If there are three repetitions of 
d or note, let us by all means have three, 
t two or one. 
ures twenty-five to thirty-two are made 
‘a sequence. You should all be able | to 
ze this stylistic trick known as a “‘se- 
reasons, not the least 
; which is that it will be of immense help to 
vin your memorizing, 
asures thirty-five to forty contain a dom- 
pedal point; that is, the note G is a 
ant bass or ss 
section in G (which is repeated) is simple 
enjoyable. 
seems to us most remarkable about this 
et Militaire is that the composer has created 
a definite entity and such a definite atmos- 
, through the use of such economical means. 
this is a sign of a good composer, 


Wiccing Raindrops, by C. W. Kern. 

his is a “triplet piece’ such as Schubert 
mes wrote. When learning it, play it 
‘under tempo till the triplets are sure and 
Then gradually increase the speed each 
y Bl the correct tempo is attained. 


Glittering Raindrops is, by the way, a good 
of your knowledge of out-of-staff notes; 
what we often call a ‘‘geographical” piece, 


e that makes you locate things. 
In ‘measure twenty emphasize the left-hand _ part. 
have previously spoken of Mr. Kern’s 
ant career as a composer and have told you 
‘his home is in St. Louis, Missouri. 
o be confused with Jerome Kern, writer 
rettas and musical comedies. 
stly let us warn you that if you disregard 
ngerings which have been carefuly provided 
$ piece, woe betide you! 
o regard the phrase marks, for a com- 
ion incorrectly phrased is quite as bad as 
ry or poem with faulty punctuation. In 
er case you are in danger of losing the 
“meaning the writer intended to convey. 
* 


Po Hour, by Frank H. Grey. 


you will look in the November 1927 issue 
HE Erupge, on page 849, you will find a 
biographical sketch of this composer. Lis 
‘ming melodies, and suave and practical style 
‘e made him extremely popular with Erupr 
aaa during the past two years it has 
a personal pleasure for the writer of this 
to peruse his work. 
tive to keep the melody always predominant. 
. this yon will have to decide just which 
are melody and which accompaniment. The 
ter should be kept restrained. 
Ket his second theme, the composer remains 
e omni key (C). The tempo is now slightly 
rapid, 
next two. sections are in F major and 
nor respectively. 
will be of great assistance in your interpreta- 
of this number if you will go to an art 
or art store and ask to look at a re- 
ion of Millet’s famous painting ‘The 
lus,” one of the loveliest twilight scenes 
recorded by a painter. 


a 


m its pice lodic ea it is 
a remarkable little lesson on three things: 
notes, slurs and steady rhythm. The 
d always determine, in this manner, 
of every piece—and then strive to 
pose realized by the pupil. 

section is in B-flat, the second in 
he “relative” or related minor of B- 


ng the sixteenths short 
; Rye ts: one-and- 
so forth, e sixteenths will then 
_ follow ek Ba the “and’’ in 
our oun teaching we Pad “33 


four-measure 
ice of the 


Nel Cor Pit, by L. van Beethoven. 


The melody of this set of variations was writ- 
ten by Paisello (1741-1816) and occurs in his 
opera “The Miller Maid.’ The complete title is 
Nel Cor Pit non Mi Sento (‘No longer thrills 
my heart’’). ‘ 

In measure five, right hand, fourth beat, the 
grace note is to be struck with the first note 
of the accompaniment. The principal note, how- 
ever, receives the accent. 

The original tempo should not be altered in 
going from one variation to the next. ; 

Beethoven’s variations were always more in- 
teresting and less formal than those of his pred- 
ecessors and contemporaries. 

In Variation I, practice the right-hand part 
separately. In Variation II, practice the left- 
hand part separately. 

Variations III, V and VI are certainly the 
most difficult of the series, and you should devote 
to them most of your time. 


In the Hammock, by Rene Chansarel. 


M. Chansarel, like Maurice Yvain whose 
Frills and Fancies appears in this month’s Etrupe, 
lives in Paris. In the Hammock was written 
while the composer was enjoying a vacation in 
Tuscany, on the west coast of “sunny Italy.” 

Notice especially that the left hand plays the 
same notes in each measure until the very end 
of the piece. Thus we are reminded of the 
motion of the hammock =e of the lazy in- 
activity of its occupant. is of utmost im- 
portance that you lay Pia Core hand part with 


unvarying rhythm, if, you would capture the 
effect just mentioned. The right-hand part, how- 
ever, may occasionally be given rubato treatment. 


If you do not know what is meant by rubato 


ask your teacher to explain it to you or look 
the word up in any reliable musical lexicon. 
Tres abandonne means with great abandon or 


of emotions. Cedez means 
Un peu retenue is synony- 
Italian un poco ritenuto (a 


with great surging 
slower and softer. 
mous with the 
slight ritard). 

The notes of this piece are not difficult—but 
the interpretation certainly is. 


Frills and Fancies, by Maurice Yvain. 


Maurice Yvain (pronounced Mo-rees E-van) 
lives in Paris, France. He is one of the truly 
outstanding French composers. 

We recently took occasion to state that syn- 
copation, far from being a jazz innovation, has 
been used for years and years, by cOmposers of 
what is mis-called ‘‘classical’’ music. Beethoven, 
for instance, introduced syncopations constantly; 
and Franck’s Symphony is alive with such rhyth- 
mic dislocations. 

All of which is simply to call your kind atten- 
tion to the several syncopations in M. Yvain’s 
composition. 

he word “‘léger’’ in the next to the last 
measure is the French equivalent of the Italian 


“leggiero.”” Both mean that you should play 
the specified section with light touch. 
Allegretto (the tempo of the piece) is not so 


fast as allegro—a fact which pianists sometimes 
forget. 


O Lamb of God (Intermezzo from L’Ar- 
lésienne), by Bizet. 


Georges Bizet (pro- 
nounced Bee-zay) was born 
in Paris, France, in 1838 
and diéd in Bougival in 
1875. His musical training 
was received under such 
noted French masters as 
Marmontel, Benoist and 
Haléy In 1857 he won 
the “Grand Prix de Rome.” 
According to the terms of 
this famous prize the win- 
ner is given a certain num- 
ber of years in Rome, Italy, 
for study and for further 
cultural development. Bizet 
worked assiduously while 
there. Returning to Paris (1863) 
his grand opera, “The Pearl Fishers.” 
only partially successful, and it was not until 
the composition of his orchestral suite, L’Ar- 
léstenne (1872), that his reputation commenced 
to grow. His “Carmen’’ (1875) is one of the 
most popular operas ever written. Three months 
after its premiere performance, Bizet died. “To 
what heights of dramatic power Bizet might have 
risen can only be guessed,” says J. A. Fuller- 
Maitland, lamenting the early death of the great 
composer. 

Arles is a town in the South of France; 
“TV Arlésienne’? means, “The Girl from Arles.” 

The sixteen-measure introduction to this lovely 
Intermezzo should be played slowly and_ma- 
jestically. Then follows the theme—one of the 
finest Bizet ever conceived. Whoever has heard 


Bizet 


GEORGES 


he produced 
This was 


this in the orchestra, where it is scored for 
clarinets, “horns, cornets, and saxophone, will 
never forget its beauty. 


This is a “big” piece, and deserves careful 


and thoughtful study. 
Dance of the Toys, by L. Lieth. 


The slur is frequently used in the Primo divi- 
sion of this charming little fantasy, and in every 
case it should be properly executed. Not until 
the Trio does the Secondo player have a chance to 
make himself heard with a melody of his own; 
and even here the greedy Primo again asserts 
itself, snatching the glory from his partner. 

Notice the rhythmic vitality of this dance. 


(Continued on Page 477) 
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To the bride... 
to the graduate... 


give a Brambac 
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The beautiful Brambach ... William and Mary model 


BRAMBACH 
Baby Grand 


Length 4 ft. 10 in. 


OR June bride or graduate, what finer gift than the 

Brambach —the gift of music that remains un- 
diminished by the years. Scaled to fit conveniently 
into modern interiors, the Brambach is ample in 
volume, and has a purity and richness of tone pos- 
sessed only by the true grand. And its rare woods, 
graceful proportions and lustrous finish make it indeed 
“the beautiful Brambach,”’ particularly in its Period 
and Art Models, authentic and luxurious. Visit the 
nearest Brambach dealer—see and hear the Brambach 
today. You can make no more lasting, more appre- 
ciated, more distinguished gift than the Brambach 
Baby Grand. 


and u 
Period 


You can easily arrange liberal terms for 
the convenient purchase of the Brambach. 


elie New York. 
and Art Models 
$700 to $1600 


$675 


BRAMBACH PIANO COMPANY, 623 West 51st Street, New York City 


Gentlemen: Please send me the paper pattern which shows exactly the size of the 


Brambach Baby Grand. 
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ONS 


HE ART OF SINGING, so far as 

its technical side is concerned, is 

based upon two essentials: first, 
a perfect control of the muscles govern- 
ing the breath, directed toward a correct 
attack and a continuous and adequate sup- 
port of the voice while singing; second, 
the locseness and correct position of the 
tongue and chin and the flexibility of all 
muscles concerned in consonant enuncia- 
tion. Of these two essentials the former 
is the more fundamental and should be 
secured in large measure before much 
attention is given to the latter. 

First, we shall consider the correct use 
of the muscles governing the breath. 

1. Take an erect position with head up 
and chest high. Fill lungs as full as pos- 
sible, from base to apex, stretching the 
ribs apart and expanding all around the 
waist. Exhale. Practice expanding and 
contracting at the waist. Again fill lungs 
as before to their apparent limit. Now 
try to expand still more just above the 
waistline in front, exerting also a lifting 
effort as though you would press out and 
enlarge these muscles and thus raise the 
sternum, ribs and chest. Place thumbs on 
floating ribs with the fingers extended to 
meet over the “soft spot’ between. Now 
try to spread fingers apart by expansion 
at this point. To secure requisite breath 
support there should always be a slight 
fullness or convexity here at every in- 
halation. 

2. Forcibly contract muscles about waist, 
centering expulsive effort at the point in 
question. Thus you force the breath out 
of the lungs much as one would squeeze 


the bulb to force water out of a plant 
sprayer. Relax. Inhale. Exhale as 
directed. 


Giving the Ha! Ha! Ha! 


3 EPEAT above exercise, vocaliz- 
ing a short staccato Hah! Re- 
peat this four times on each tone of the 
scale. Let each tone begin with a decid- 
ed inward expulsive motion of these mus- 
cles over the stomach and hold this con- 
traction steadily and continuously until 
time for the tone to cease; then instantly 
relax, thus stopping the tone. By this 
method no wavering of tone at the end 
need appear. 

4. To make a correct attack, center the 
attention not only upon the expulsion of 
the breath but also upon the direction of 
the breath current when it is properly 
turned against the palate muscles. In all 
subsequent exercises learn to direct the 
breath towards the same spot. 

5. Repeat Hah! in short staccato four 
times on each tone of the scale. Avoid 
singing Huh. Make the tone bright. Be 
sure expulsive force comes from the spot 
below the sternum and that the breath 
current strikes the same spot as when 
vocalizing “K.” Sing Kah! Kah! Kah!, 
also Kay! Kay! Kay! and Hay! anao in 
alternation. 

The palate muscles are concerned in 
tone production and in large measure 
determine the quality of tone. These are 
developed and strengthened by the preced- 
ing exercises. 

A faulty attack to be avoided is that 
made by the throat. In this the two little 
arytenoid cartilages to which the vocal 
cords are attached, in springing up to 
perform their task of stretching the cords, 
comes so close together that the little points 
rub against each other, giving the gut- 
tural sound that sometimes anticipates the 
sung tone. When this .action becomes 
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Foundation Work in Voice 


Development 
By Dorotiy DeBar 


chronic, the points become inflamed and 
swollen, resulting in a hoarse speaking 
voice, nodes on vocal cords and deteriora- 
tion of the voice. This throaty attack 
may often be noticed in the speaking voice, 
especially in case of public speakers. 

6. Legato singing depends on the appog- 
gio or “breath support.” By this is meant 
the slow, steady, continuous emission of 
the breath under perfect control of the 
muscles acting as directed in exercises 1 
and 2. 

7. To produce different vowel sounds the 
breath should be directed against the palate 
in the same manner, the distinctness of 
sound being effected by the shape of the 
mouth and even more by the shape and 
position of the tongue. 


Muscular Adjustments for Enunciation 


N and the condition of muscles con- 
trolling enunciation. The head should be 
sufficiently raised so that the chin may 
drop, not recede, or so that the mouth may 
be well open without the chin drawing in 


EXT let us consider correct position 


Why 


HY is it necessary to direct the at- 

WV tention to the breath when it has 

been serving us so well in sup- 
porting life, talking, walking, running and 
in giving voice to spontaneous song? Be- 
cause breath control is synonymous with 
control of tone. Breath support must be 
developed gradually not. apart from but 
while producing tone. While we are learn- 
ing to control the breath by controlling the 
tone, it is a sheer waste of time and oppor- 
tunity to confine the production to one 
vowel sound or to basic sound—as when 
vocalizing over an extensive range. 

Therefore, the only proper course to pur- 
sue is to train first the organs of articula- 
tion in stistained vowel, half-vowel and 
word formation while developing breath 
support and tone on the plane of speech. 
It amounts to a normal extension of speech 
action—as walking is a logical preparation 
for runhing—in which the action of the 
breath remains subordinate and non- 
intrusive. 

We must not interfere with the normal 
or speech adjustment of the instrument; 
neither should we interfere with normal 
or speech placement by taking the voice at 
once to definite pitch and keeping it there 
instead’ of allowing it to operate under 
free voice action. We must understand 
the sustained speech sound is on the first 
position from which phonation for song 


and stiffening the chin muscles. The 
mouth must be open in order that the 
throat may be open and make room for 
the breath to pass over the tongue, espe- 
cially in sounding the close vowels, a and é. 

Perfect looseness and flexibility of the 
tongue are essential to the best singing and 
should be constantly sought. To secure a 
free throat center the attention on the 
attack and appoggio and try to feel the 
throat loose, as in repose. 

The tongue should arch toward the roof 
of the mouth, broaden toward the base, 
but not be furrowed in the middle, as there 
is danger of having it, in forcibly opening 
the throat. Keep the mouth well open; get 
the sensation while practicing before a 
mirror, but do not let the chin draw in 
toward the neck. Raise the head to per- 
mit of opening the mouth sufficiently. 

Stretching exercises are helpful. (1) 
Move jaw up and down slowly, stretching 
muscles at front of ear as much as possible. 
(2) Open the jaw rapidly many times to 
gain flexibility, speed and freedom of 
movement. In order to secure flexibility 


Breath @ontrol Becomes Intrusive 


By Luzern Huey 


develops. In starting phonation for song, 
this normal adjustment is almost invariably 
interfered with. 

The advice generally given the pupil is 
about as follows: “Now open the throat. 
Open it both laterally and perpendicular- 
ly.” Associated with this advice to open 
the throat, is the twin-sister advice to 
“raise the soft palate,” the teacher being 
under the impression that this assists in 
freeing the tone. Although this is true, it 
is also true that such tone when liberated, 
is not properly prepared for action. For 
back of this action is the omniscient desire 
to produce beautiful tone at once. It might 
be beautiful for a short time, if handled 
carefully and not moved about too much, 
but such a tone is evanescent and very 
expensive. 

The aim is to start with the tone-bud 
or tone-chrysalis, not with the full-blown 
flower or the gorgeous winged butterfly. 
Through this abnormally ‘open throat is 
bound to escape a certain amount of air 
unless we can hold it back or utilize it in 
the production of full-bodied tones, which 
would be a senseless, inartistic proceeding. 
Therefore, in order to offset this loss of 
air through the open throat and preserve, 
if possible, the balance of pressure as 
automatically established during normal 
breathing, normal speech action and nor- 


phrase. 4 


of facial muscles and so swiftness 
clearness of enunciation—while the in 
ruption of vocal tone, though clear, 
short as possible—practice vowels y 
different types of consonants: that is, 
tay, fah, fay, rah, ray, shah, shay, sah, 
lah, lay, kah, Ray. 4 


Summarization 
fh: Fu lungs full, expanding to li 
just below the sternum. 
2. Center expulsive effort at point abc 
mentioned. 
3. Keep breath column steady and 4 
tinuous during its emission. 
4. See that breath current always strike: 
the “K” spot on the palate muscles. q 
5. Look out for the attack. Do not J D 
mit it to be throaty. 
6. Sing hah not huh. ; : : 
7. Get more breath. 
8. Support tones better. 
9. Do not relax support at end of 


10. Do 
I. -Bo 
12. Be 
after Jay. 
13. Do not “scoop.” 
14. Keep tongue loose. 
15. See that entire under side of chi 
feels soft. Any lump or hard spot 
chin is dangerous to pure tone. 
16. Keep loose, free feeling at thro 
especially just below chin. 
17. Do not be slow about pronouncin 
consonants. Let muscles move quiclelys| 
18. Be careful to sing close vowels wi 
as open a mouth as possible. q 
19. Enunciate final consonant. a 
20. Move jaws more for each syllable 
21. Do not be afraid of appearing: i 
an idiot or sounding like a maniac wh 
you practice (but practice in private wh 
possible). Ne 


not let tone sag oe syllab le 
not let last tones darken. | 
careful of hah after hay or I 


mal or spontaneous song, with the thro 
undisturbed, we must take in and 
back a greater supply of air than wot 
be needed under normal or correct 2 
justment. 

One with a normally tight throat ha 
distinct advantage over one with a lo 
throat, or a throat which is opened throw 
direct action. A normally tight thre 
will automatically assist in maintaining 
balance of pressure under all phases 
phonation, delivering just the right amo’ 
of breath to the vocal cords to carry ¢ 
the action without waste. At the 
time the throat yields freely when | 
necessary pressure to produce the leg 
mate DEY tone is exerted. 


“Unfortunately for the young Amer 
operatic aspirants we have no equiva 
for the small provincial opera hou 
Europe, where many a great career ha: 
its preparatory experience. There is 
dently need for such an outlet, for 
tislics show that four years ago in J 
York alone, there were ten thousand 
dents studying for opera. What becar 
the nine thousand nine hundre 
nine ?”’—MARION Bauer in the Sac. 


Wie gk ex : 


howI 
did sleep !”” 


was really tired last night. We 
ed golf the whole morning and 
erwards we did the Boardwalk 
n end to end! But I was refreshed 
nough this morning to start all over 

in! You can’t Ac/p resting here. 
his is such a Gelightful place They 
) so many thoughtful things to 
ke us comfortable—the service is 
tle short of perfect. . .7. And 
ere’s another thing: we ee the 
e table every day. Isn’t that a 
ce touch? x te 
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urther information about Chalfonte- 

laddon Hail is interestingly given in 

oklet form. We would be glad to 
mail you a copy. ° 


__CHAIFONTE- 
ADDON FALL 


ATLANTIC CITY 


4 American Plan 
- LeEps AND LippINcoTT COMPANY . 


TRONOMES 


An Invaluable Aid in the 
Bering of the Piano Stu- 
dent. Gives the Correct 
Tempo and Teaches an Ap- 
preciation of Rhythm. 


Sur Metronomes are of 
the finest quality and 
fully guaranteed. 


Have Your Dealer Make, 
i a Demonstration / 


_ KRAUTH 


; & 
BENNINGHOFEN 
Hamilton, Ohio 


‘ive New Recreation Pieces 


For Piano by Ivan Moscow 


EASY GRADES [Sheet Music] 


3 
Sent upon receipt of price less 25 % or all 5 tae $1.00 
Qo wedith Street PUBLISHING CO. 


37th Street Los Angeles, Calif. 


~ HARMONY BY MAIL 


A practical and thorough course of 40 lessons. 
Small monthly payments. 
ered for Prospectus and Rates. Mss. corrected. 
- Music composed, send poem for estimate. 
, ALFRED WOOLER, Mus. Doc. 
Suite A. 171 Cleveland Ave., Buffalo, N. Y. 


NEW 
(USI 


To introduce our catalog 104, we 
will include one copy of our latest 
Piano Music with same for 10 cents. 


W. A. QUINCKE & CO. 
430 S. B’way, Los Angeles, Cal. 


pentury 


4 

SHeret'Music 
7 SAY “CENTURY” and get the world’s 
| Best Edition of the world’s Best Muisic 
__ by the world’s Best Composers. It’s 15c 
! in Canada) 2500 selections for Pi- 
‘ano, Piano Duos, Violin and Piano, Sax- 
‘gphone, Mandolin, Guitar and Vocal, Get 
catalogue at your dealers, or write us. 


» to our eertins sn always mention THE ETUDE. 


Equalizing 


By Exiot H. 
ONE SUCCESSFUL teacher of singers, 
some of whom won international fame, 


built their voices mostly on the following 
simple little study which the writer never 
has seen in print. 


ee Se a 


- ee-aye ah 


Abraye - ce-oh 


First the student must learn to speak 
the vowels with an even quality of tone, 
and with the mouth equally open through- 
out. This will cause some inconvenience 
at first, especially to Americans who are 


accustomed to speaking such sounds as 
“ee” and “aye” with the teeth scarcely 
separated. But it is the freeing of these 


vowels that has made the Italian such a 


the Voice 


EVERSHAM 


wonderful language for song. By prac- 
tice the muscles will reiax so that the jaw 
may hang loosely and quietly, and the 
various vowel sounds be formed: by the 
movements of the tongue, lips and pal- 
ate. Then it is time to begin singing. 

On a very free, easy stream of tone, 
sing the exercise once, then breath as the 
instrument sounds the dominant of the 
new key and be ready to sound its key- 
note quite on the pitch. Now repeat the 
operation, gradually ascending through the 
various keys till the comfortable limit of 
the voice is reached. 

The study should be begun well down 
toward the lowest tone of the voice, where 
it can be started with the utmost relaxa- 
tion; and this feeling of relaxation should 
be maintained throughout. For low voices 
it may be begun as low as A, A-flat or 
even G. Just as low as comfort will al- 
low. The idea is—*To give exercise to 
the voice throughout.” 

When the study has been well mastered, 
slowly, then the speed should be increased 


till it can be sung in two kevs without 
stopping for breath. It wil! be noticed 


that the last tone of the voice is each time 
the “third” of the dominant-seventh of the 
succeeding key; so this tone may be easily 
sustained across this chord. Then step 
up lightly a half-step to the keynote of 
the new tonality. Finally it should be done 
with considerable speed, and in this way it 
will be surprising how the voice will be 
lifted into its upper compass. With an 
accompanist, so that the singer does not 
see the keyboard to create nervousness, the 
singer will often find herself soaring a 
third higher than usual. 

With a little practice a singer, with any 
ability whatever at the piano, will soon be 
able to make the simple modulations; 
and as skill is added the accompaniment 
may be made more elaborate for the sake 
of interest. 


“Les Huguenots” 


By ALGERNON ASHTON 


“T have just read in one of the news- 
papers that there are more unlikely things 
than a revival of Meyerbeer’s “Les Hugue- 
nots.”, Yes, indeed! Why this world- 
famous opera, one of the most glorious 
ever written, has of late years fallen into 
disfavor, is an absolute mystery to me. 

“T know that Meyerbeer’s detractors, in 
their stupid ignorance, are never tired of 
maintaining that this illustrious composer 
sacrificed his magnificent abilities for the 


sake of ‘effect.’ As if Wagner, and indeed 
any other opera composer, did not always 
strive after ‘effect!’ 

“Tt was Berlioz who said that there was 
material for ten operas in Meyerbeer’s 
Huguenots, and, considering the endless 
wealth of delightful melodies which this 
work contains, the great French composer 
was not far wrong. It is years since I at- 
tended an opera performance, but if ever 
“Les Huguenots” is given again, I shall 
certainly go and hear it.”—Musical Opinion. 


No Pechanics in Singing 


By GEORGE 


Tue human musical instrument, the 
voice, is, as nature made it, perfect and 
complete. Why then introduce exterior 


mechanical devices in the training of it? 

There is a well-known vocal instructor, 
now of some age, whose strong suit is 
to place his finger on the larynx and force 
it down when the student is singing. It 
chokes the singer; but, because of his 
ignorance of the correct way of developing 
the voice, he believes that he must be 


Writing on Russia, 1926, in the latest issue of 


CHADWICK STOCK 


choked in order to get ahead with his vocal 
work. 

This method is just a plain, ordinary 
injurious procedure. There should be a 
law against it, because it works serious 
injury to the tone and, worse still, to the 
vocal mechanism itself. 

Mechanical instruction in any form pre- 
vents instinctive play and adjustment of 
the vocal organs, and so ideal tone produc- 
tion is impossible—New Haven Courier- 
Journal. 


“Modern Music,” Alfredo 


Casella observes, “I might also add that the vocal students preparing for a 


career in the theater take an eight-year course.” 


Here is something for 


American singers to take unto their hearts. 
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LITTLE 
HANDS 


How will they grow e 
Trained-or Untrained 2 


N a few short years —almost 
before you realize it—she will 
“put away childish things.” 


Her life will enter a new phase— 
a brighter, fuller life than any she 
has known—if she is given those 
Opportunities that no child should 
be denied. 


Music, more than any other form of 
culture, will transform her entire 
future, and brighten it with color 
and romance. And no piano has 
accomplished as much in developing 
musical instinct in children as the 


KIMBALL 


The Kimball, with its sparkling, 
appealing tones, has won higher 
favor with the American home than 
any other instrument; more Kimballs 
are in use today than pianos of any 
other name. There isa vital, colorful 
quality in its tones that quickens 
the growing imagination, and 
makes musical study seem like play. 
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Catalogs and our searest dealer's address 
sent on request 


W. W. KIMBALL COMPANY 
(Established 1857) 
Kimball Hall, 306 S. Wabash Ave. 
CHICAGO, U.S. A. 


it identifies you as one in touch with the higher ideals of art and life. 
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HYTHM, MEANING measured 
motion, presents, rom a musical 
standpoint, at least two phases of the 
many definitions of the word. These are, 
first, metrical progression, designated by 
the bars and beats and synonymous with 
accent and its distribution; second, the 
proportion in the metrical progression 
forming the basis of the poetic contents. 
If rhythm depends so much on accent 
‘with its non-limitations in gradation of 
stressed and unstressed tones, how’ can 
such a quality exist upon an instrument, 
such as the organ, which is utterly inca- 
pable of placing stress upon any individual 
tone? For tio one will deny that it mat- 
ters not how heavily a key upon the organ 
is struck, the tone is, according: to thé pipe- 
timbre, as if produced by. the most. deli- 


cate touch. Yet, notwithstanding ~ this 
drawback, rhythms can be made to exist 
in organ music. 

The first phrase of Fanny Crosby’s 
hyxin, Blessed Assurance, set to ‘music 
by Mrs. Knapp, is rendéred on the ‘otgan 


as at (a) in the following example: 


These first three notes played staccato 
give the impression of three distinct beats 
and mar the unity which should character- 


ize the whole phrase. Prolongation of a 
tone indeed implies and produces the ef- 
fect of accent. Still, in this case, the 
lengthening of the note A, first beat, only 
adds to the doubtfulness of the time- 
rhythm. Not only are the listeners mysti- 
fied, but the singers show an uneasiness 
by not coming in together on the second 
beat (A repeated). If one plays the pass- 
age as in “b” a correct impression of .trip- 
let progression is engendered and the time 
is accurate. For the initial tone heard by 


the ear always assumes the character of - 


accent (a beat), and when the prolonged 
note, A, is reached, the ear having received 
a proportion of tempo through the three 
preceding tones, a triple time division is 
understood, and the second beat (note A) 
is naturally given its rightful time dura- 
tion. Therefore, though accent does not 
exist on the organ, still, by emphasizing 
correctness in time progression, one imag- 
ines it as existing. 


Giving Exact Time Value 


HE ORGANIST who feels the hid- 

den accents yet does not possess the 
power to express them upon his instru- 
ment must be very careful to give every 
note, especially in compound time, its ex- 
act time value. He must never yield to the 
temptation to hold a note beyond its length 
in order to change stops or turn pages of 
his music. Instead he must forego some 
of his stop changes or memorize some of 
the measures. On the piano, if any devia- 
tion in time is accidentally made, it may 
easily be remedied by emphasizing the ac- 
cents. On the organ, when this is impos- 
sible, the ,incorrect timing of the notes 
means lost rhythm. 

On the other hand, rhythm may be sus- 
tained and promulgated on the organ not 
only with a slight deviation of time but 
also with the quantity of sound imaginarily 
increased by simply prolonging or delaying 
the entrance of a note or chord as in a 
gradual ritardando. Widor tersely and 
clearly puts it, “On a keyboard devoid of 
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Rhythm on the Organ 


By Eucene F. Marks 


expression and with all of the stops open, 
you may obtain a crescendo by the mere 
increase of duration given progressively 
to chords or detached notes. Playing the 
organ really means playing with chrono- 
metrical quantities.” Conversely, one may 
gradually shorten the duration of each 
note ‘and thus change the tempo slightly 
and still keep the rhythm. These changes 
of tempo should be carefully studied and 
effects noted in order to keep the rhythmic 
progression constant. However, the or- 
ganist must never lose sight of the fact 
that perfect time-sense underlies all 
rhythmic changes and governs their subtle 
gradations. 


Making Rhythm Decisive 


WAMENG BOM. “a ard Rebar 
Ex. 1 in perfect time with absolute note 
values, one observes that in section “b” 
there exists an added decision of rhythm 
not attained in section “a,” notwithstand- 
ing the perfection of time and note value. 
This added rhythmic value is produced 
through the phrasal contents submerged in 
the first rendition (a). Of what does this 
difference consist? It is simply that the 
organist has rendered the section “b’ just 
as a’singer would have rendered it. He 
has noticed his connection of notes as the 
singer would his words and given cessa- 
tion of sound at intervals just as the 
singer would take his breath or make nec- 
essary pauses in his poetry. It is the 
caesura (or break) of poetry that must 
exist in music as well as in poetry in or- 
der to vivify it. For instance, take from 
the above mentioned hymn the sentence: 
“Oh, what a fore-taste of glory divine!” 
One feels that the caesura of the poetic 
line falls after the word taste. This pause 
should be exemplified by a player through 
a slight cessation or “cutting off” of the 
sound. These cessations-of sound make 
music intelligible in organ playing. How 
monotonously wearisome organ music be- 
comes when it is an unbroken thread of 
sound! The listener fairly pants for 
breath. The organist who mentally sings 
the music and causes the melody to respire 
at the same places as would an artistic 
vocalist cannot fail to please. or be in- 
teresting. 

The caesural effects are so important to 
produce accent on the organ that they 
may well be extended to include even the 
motive of unaccented notes followed by 
the accented ones, as in the following il- 
lustration : 


At (a) appears the simple motive with 


respiration immediately after the third 
beat. At (b) is given a variant of the 
motive by a triplet on the unaccented note 


of the motive followed by the accented 
note with a feminine ending. Cessation 
of sound occurs after the final note G. A 
three-note motive is displayed in “‘c,” ces- 
sation occurring after the first beat, while 
the motive at “d” on secondary accént of 
the rhythm is cut off by the final rest. 
The whole illustration would be correctly 


played with the following result: 


(Ae Se 
By playing this passage on the organ 


and observing carefully the legato connec- 
tion of the short phrases and rests, one 


he Organ’s Benediction 
By H. C. HaMILton 


O DOUBT many sincere musicians 
N to-day will agree that what is 

sorely needed in this jazz-cursed 
age is the creation of tonal beauty. He 
who is responsible for the musical services 
of the Church has a great opportunity here. 
He can, if he will, exert a wonderful in- 
fluence over the thoughts of those who sel- 
dom have time and opportunity for hearing 
real music during the week. ‘To many 
who are more familiar with soulless, jang- 
ling piano strumming, the raucous scraping 
of poor sound feproduting machine records 
and the wailings of indifferent “singers’— 
what are we, as organists, preparing to 
offer? Shall we follow the attitude of so 
many organists by growing careless and 
imagining that anything will “fill in’? Or 
shall we possibly suggest a little of the 
“popular music” in our own organ playing, 
expecting thereby to please those on whom 
better music would be wasted? 

This “playing to the gallery” is a lam- 
entable policy, not only from the hearers’ 
standpoint but also from its ultimate effect 
on the organist. The people are indeed 
cheated, though they do not always realize 
it, but the organist is sure to deteriorate 
more and more in his work until he him- 
self ceases to care for the better things. 
Eventually even the people whose opinion 
he pretends to despise discover that his 
work is lacking in sincerity. Any respect 
they may previously have had is not in- 
creased by this revelation. © 

How different is the case of the organist 
who feels that his. instrument can be a 
benediction more effective even than the 
preacher’s voice! Through certain kinds 
of music many people’ who are sensitive ar- 
tistically may he melted to tears of repent- 


will notice how clearly defined a d 
phasized the beat-rhythm will become 
Since the first note heard by the 
assumes. the accent of the beat, at — 
until the rhythm is assured either by a. 
note or rest as at “a” or “d,” Examp 
the accent can be conveyed to the 
only by making a caesura-pause af 
first tone, which places an attack - 
second, thus: 


Ex.4 


Accent on first note 


Through this form of accentuation upa 
the organ, either for metrical or phr 
purposes, rhythmic power is placed at { 
disposal of the organist. ce 

'From the above reasoning one perceive 
that chronometry stands preéminently 
the factor governing the swing of rhythi 
lt is due no doubt to the great strength ¢ 
this factor that many- organists adhere 
continuity of pe: in their playing. Sti 
scarcely less important to the rhythm 
swing, stands the phraseology of sg 
poetic contents of the music, which latte 
factor, in conjunction with the exact tin 
quality, gives an explicit understandioa 
the musical message. When a rendition 
contains both of these factors one may h 
confident that it stands for clarity 
expression. As this quality is so importan 
in organ playing every organist should 
strive to develop a two-fold. rhyt 
sense, 


Accent on second no 


ance or lifted from their sorrows to beliey 
again. , 
Stainer expresses this belief in the o 
ganist’s great opportunities when he speal 
of the difference between those who pla 
for love of show and those who wish 
devote their talents to some higher ain 
The latter establish between themsel 
and their hearers a bond of sympathy. M 
do not understand the music technica 
nor is this always necessary, but they w 
he conscious of something even better- 
the atmosphere created, which, for 
time being, is all sufficient. 
The half-hour on Sunday evening aft 
the sermon can be a musical benedict: 
to many of those present. The brilliant 
concert style of playing need not here p 
dominate, though a selection of a se 
quiet pieces is often likewise an error. — 
A suitable short Sunday evening closi 
is comprised in the FORAEne a 
Andante in F..... PMO in BNE 
Scherzo nC... rac Bee 
Minuct in C.-M 
Canzona pee 
To a Wild Rasde ae arg c 
Song Without Weg xc. Se 
A Shelter in the Time of Storm i 
it Storm Fant 


1, 


ear. The music breathes peace: the 
no shock. Pure beauty is to be met with 
beauty that is as high above jazz as a 
the heavens above the earth. 4 
The Scherzo may be 
flat to C, as this seq 
brighter effect. A new 
troduced—a faster 
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USTIN ORGANS 


‘HERE is a pedi family of Aus- 
tins in Philadelphia, and in churches 
where musical discrimination is keen. 


The location of recent important New 
York aa ip bay ne one the highest tributes 
a or large Austins have been 
in St. James, Little Church 
a the Corner and St. George's. 


These things are significant and worth 
noting. They reassure the prospective 
committee beyond any doubt. 


JSTIN ORGAN CO. 


35 Woodland St. Hartford, Conn. 


GUILMANT 
| ORGAN SCHOOL 
| DR. WILLIAM C. CARL 


Director 
Students Aided in Securing Positions 


Church, Recital, 
Theatre Courses 


Free 
Scholarships 


New Prospectus Ready 
17 E. Eleventh Street New York 


oF ORGAN STUDIOS 


New York’s Finest Theatre Organ School. Direction 
| of Emil Velazco, Former Featured Organist of Para- 
/ mount-Publix, Stanley and Roxy Theatres. ‘Three 


Manual Theatre Organs Used. 
1658 Broadway New York 


START A TUNING BUSINESS 


| yourself, anywhere. [Earn $2 to $4 an hour spare, 
time, or $200 to $500 month, full time. Requires 90 
minutes to tune average piano, and pay ranges 
around $5 per tuning. Player work also brings big 
pay. We train you thoroughly and rapidly at home, 

Get our free booklet “Piano Tuning as a Business.” 


Mack Institute, Crafton Sta., EM-11, Pittsburgh, Pa, 


NEW — GREAT HIT 


Thousands Are Singing It 


; 
“Spring time In My Heart” 


Seautiful semi-religious Lyrics and Music, Copy 450, 10 for One Dollar 
SCHMIDT, Publisher, 33 N. Curtis Ave. Alhambra, Calif. 


ANT WORK u.cs.? 


Earn $20 to $50 a week retouching photos. Men or wom- 
en. No selling or canvassing. We teach you at home, 
furnish working outfit and employment service. Write 
today. Artecraft Studios, Dept. D-3, 427 


Diversey Parkway, Chicago. 


Send for Our 


“‘Sample Book of Practice- 
Promoting Piano Pieces’’ 


containing forty-eight’ full page ex- 


cerpts of easy Piano Numbers. Sent 
. gratis upon request 


THEODORE PRESSER CO. 
1712-1714 Chestnut St., Philadelphia, Pa. 


Playing the Words. 


By Leste E. DUNKIN 


More expression can be given to a song 
—especially a religious hymn or song—if 
the pianist will play the words as well as 
the notes for the music. In many of the 
songs no two verses are exactly alike in 
their expression requirements. Also, there 
is a great difference between the way to 
play different songs. By playing the words 
as well as the notes the pianist will make 
the instrument “fairly talk.” 

Slight pauses can be inserted in ditter- 
ent places without marring the regular 
time for the song and with great improve- 
ment in the expression. The slight pause 
helps to give emphasis and to interpret the 
thought of the words. An important punc- 
tuation in the words can call for a slight 
pause, if there is not a longer-time note 
there. 


Volume may he governed by the words. 
As the song works up to the climax, there 
should be an increase in volume—not nec- 
essarily a thundering tone for the highest 
point, however. If a certain phrase or 
word is more important than the rest of 
the words, the pianist can bring it out by 


hitting those notes a little harder. Natur- 
ally the ordinary words, such as “the,” “a,” 


and “an,” would not be given special em- 
phasis. 

The atmosphere of the song can be 
brought out by playing the words. A 


spirited song will be played in a semi- 
staccato manner, while in a worshipful 
song the notes should be blended together. 
The words will tell the pianist what at- 
mosphere is desired in the music for the 
song. 


Finding New Church Plusic 


By HoMerR EMERSON WILLIAMS 


IN SEEKING for new music for use in 
his church, the organist and choirmaster 
will find, if he ventures into the field of 
synagogue music, a large amount of fine 
settings of Old Testament texts, in Eng- 
lish, which will be of great delight to 
both choir and congregation. 

From the time of Saloman Sulzer, the 
famous Cantor of Vienna, born in 1804, 
up to the present time, there have been 
published many excellent services for use 
in the synagogue. Prominent among 
American organists who have composed 
much in this field may be mentioned Max 


Spicker, William MacFarlane, James H. 
Rogers and G. H. Federlein. 

Among the many, texts found in the 
Synagogue Service the following will be 
found of use in the church: 

It is Good to Give Thanks, 
XCII. 

How Goodly are Thy Tents, from Num- 
bers XXIV. 4 

Lift up Your Heads, O Ye Gates 
Psalm XXIV. 
and the response to prayer, May the Words 
of My Mouth, from Psalm XIX. 


from Psalm 


from 


©Ghe Organ’s Benediction 


(Continued from 


as yet much louder. The light tripping 
accompaniment to the bird-like melody 
(played on a flute stop) suggests the happy 
heart. 


The Minuct still further emphasizes 
gayety. It is in Haydn’s happiest vein and 
overflows with the care-free spirit—the 


kind of music that brings a smile to the 
face and good-will to the heart. 

The next group is given over to modern 
composers. Wheeldon’s compositions are 
invariably melodious and written in a 
clever way. The Canzona contains some 


very beautiful counter-point with, how- 
ever, a distinctly modern flavor. The Wild 
Rose is a universal favorite. It may be 


played almost entirely without the sixteen- 


470) 


foot pedal. The Nevin selection was the 
short Love-Song from the “Sketch-Book.” 
It is much more suited to the organ than 
the piano. 

As there are many in 
who “like a tune they know,” A Shelter 
in the Time of Storm, forms a good con- 
clusion. 

Improvisations on any familiar theme, if 
done well, are sure to gain favor. 

The question may be asked, “Can the 
organist always feel that a message has 
been imparted to his congregation?” Per- 
haps not. Perhaps such instances are even 
rare. But if such communion takes place 
but once in a hundred times, is it not well 
worth the effort? 


Page 


all congregations 


Art of Choir Graining 


Tue York Minster organist, Dr. E. C. 
Bairstow, in a lecture to members of the 
Yorkshire Choral Competitions on choir 


SN \ J.\ ~COURSE IN~ 
Ne THEATRE ORGAN PLAYING 


Two and three- manual theatre unit 
organs for lessons and practice. Special 
course for pianists changing to organ. 
Advanced pupils have the advantage of 
lessons before the screen under the same 
conditions as prevail in any large 
theatre. Graduates are in constant 


/ 


demand, at big salaries. 


Part 


Scholarships available. 


WRITE FOR CATALOGUE E 


VERMOND KNAUSS SCHOOL o 
THEATRE ORGAN PLAYING 


210 NORTH 7TH ST. 


, - When you write to our advertisers always mention THE ETUDE. 


ALLENTOWN, PA. 


training, said that if singing was indulged 
in naturally a singer would breathe deeply, 
but the moment fear came he would take 
short breaths and timid notes would be the 
result. A singer must love the sound of 
his own voice, the music, and the words. 
They would never get good diction out se 
people unless they loved the words. 

they had a message and felt that they Kes 
express it, he did not care how inferior 
the voice was, it would not sound bad, 
because it could be produced freely. “Do 
you think God gave you a beautiful thing 
like singing and said, “You cannot use it 
until you have been to some crank to learn 
all his twists and turns?’” Not, at all. 
On the technic of conducting, Dr. Bairstow 
said that one of the surest ways to get 
the effects needed was to trust the choir. 
If conductors grew suspicious, gesticulated, 
and waved their arms and batons wildly, 
they would not get what they wanted. 


—Music News and Herald 


“Bach, the under 
whom all musicians 


pass.” —Gounop. 


Colossus of Rhodes, 
pass and will 


ever 
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Remigo Renzi, 
seated at the Kilgen Console in St. John Cantius. Signor 
Renzi ts the First Organist of St. Peter’s Basilica in the 
Vatican at Rome, and a famous Organist and Composer. 


The Tribute 


of a Great Italian 7 7 


“RITING from the Vatican in regard 
to Kilgen Organs, Signor Renzi says: 


“Back in Rome, feel that I owe you many thanks 
for your courteous reception while I was in 
Chicago, where I had the pleasure of playing 
and admiring some of your splendid organs. I 
wish to say that I found them of very perfect 
construction and exceptionally well suited for 
the requirements 0 f Churches, demonstrating the 
superiority in tone and construction of your 
Organs. It is my belief that your firm will be 
able to construct an Organ entirely suitable for the 
size of the Basilica of St. Peter in the Vatican, 
which will realize my old dream, the Greatest 
Organ in the Greatest Church in the world.” 
GEO. KILGEN & SON, Ine. 


4032 N. Union Blvd. 
St. Louis, U. S. A, 


ORGOBLO 


The true Standard of Ex- 


cellence in organ blowers, 


Winner of the highest award 
A incvery exposition entered. 


Special Orgoblo Junior for 
Reed and Student Organs, 
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Hartford Connecticut 
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Headquarters 


about Black Hills of South Dakota 
Colorado «+ California 
Pacific Northwest — Yellowstone 
Zion National Park 
Jasper National Park 
Wisconsin’s Land O’ Lakes 
Minnesota Arrowhead Country 


LOW SUMMER FARES 
Low Fares with liberal stop-over priv- 
ileges enable you to reach convenient- 
ly any one of these interesting regions. 
Send for illustrated booklets indicating 

the places in which you are most 
interested. Address 
C. A. CAIRNS, Pass’r Traf. Mgr. 
226 West Jackson St., Chicago 
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It identifies you as one in touch with the higher tdeals of art and life. 
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WANTED 
Theatre Oréanists 


Positions paying salaries of $50 
to $100 weekly are so many that 
finished players are practically 
assured of engagements through 
the College. 
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Students have lessons and practice before the Screens provided by the Col- 
lege in its studios. New two, three and four manual Wurlitzer and Moeller 
theatre organs for lessons and practice, owned and operated by the 
College. 


Direction: 
CHARLES H. DEMOREST and HENRY FRANCIS PARKS 


Famous Theatre Organists 


SUMMER MASTER SCHOOL 


June 25 to August 4 (Six Weeks) 


SCHEDULE OF LESSONS 


lst week—Preparatory for Screen playing 

2nd week—Playing of weekly News features 

3rd week—Short feature film and jazz 

4th week—Short feature film, comedy and jazz 

5th week—Long feature film and comedy 

6th week——Long feature film, comedy, cartoon, scenic and effects; and play- 
ing of song slides. 


Improvisation, modulation, arranging orchestral works for organ, harmon- 
izing from violin and melody parts; dramatizing the picture musically; tak- 
ing cues and playing from cue lists and playing with orchestra are ail given 
attention in the course. Various styles of playing jazz, ballads, intermezzos, 
characteristic numbers, etc., will be thoroly covered. 


FREE FELLOWSHIPS 


Mr. Demorest and Mr. Parks have each consented to award Free Fellowships of two lessons 
weekly, each of thirty minutes, to the students who, after an open Competitive examination, 
are found to possess the greatest gift for playing organ. Free Fellowship application blanks 
on request. 


FALL SESSION OPENS SEPTEMBER 10 
COMPLETE SUMMER OR WINTER CATALOG ON REQUEST 


STUDENT DORMITORIES 


Artistic and comfortable dormitory accommodations for men and women in college 
building. Piano furnished with each room. Prices reasonable. 
Make reservations now. 


CHICAGO 
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COLLEGE 


College Building Chicago, Ill. 


HERBERT WITHERSPOON, President 
LEON SAMETINI, Vice-President 
RUDOLPH GANZ, Vice-President 
CARL D. KINSEY, Manager 


60 East Van Buren St. 
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ORGAN AND @HOIR QUESTIONS ANSWERED 
By Henry S. Fry ; ‘ 


FORMER PRESIDENT OF THE NATIONAL ASSOCIATION OF ORGANISTS, 
DEAN OF THE PENNSYLVANIA CHAPTER OF THE A. G. O. i 


No question will be answered in THE ETUDE unless accompanied by the full name. 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


. I have been told that the Carnegie 
Foundation makes gifts to churches of organs 
similar to the gifts of Uibraries. Can you 
tell me if this is true and where I may_ob- 
lainvinformation concerning the same?—H. F. 


A. We have been under the -impression 
that this fund was diverted to other uses 
during the period of the war. However, 


you might secure definite information by 
addressing The Carnegie Foundation, New 
York City, New York. 


Q. I am enclosing the specifications of 
an organ I am having installed in a church. 
It seems small to me, though the church is 
not large. Would two more stops improve 
it? The church seats two hundred people. 
—M, 


A. The instrument would 
improved by several additions. 
the following: 

GREAT ORGAN 


eertainly be 
We suggest 


Octave 4 ft. 


SWELL ORGAN Open Diapason 8 ft. 
PEDAL ORGAN Second Bourdon 16 ft. 


(soft) 

The suggested Octave in the Great Organ 
will give added brilliance and the Open 
Diapason in the Swell Organ additional body 
of tone. One Pedal stop only is very un- 
satisfactory as it will be either too soft for 
I'ull Organ or too heavy for the soft manual 
stops. We are therefore suggesting the ad- 
dition of a soft 16 foot stop to the Pedal 
Organ and recommend that the one already 
specified be made adequate to balance Full 
Organ. Unless you have particular use for 
the very soft Aeoline stop, we suggest the 
substitution of a Vox Celeste. This stop 
may be made 61 pipes instead of 73, but we 
recommend that the Oboe stop include 73 
pipes instead of 61 as specified. The omis- 
sion of the 12 pipes in the Vox Celeste. will 
more than make up the additional cost of 
the 12 added to the Oboe, as in the Vox 
Celeste it is the lower and more expensive 
pipes that are omitted. We are taking it 
for granted that it is the upper octave of 
the Oboe that is not included in your specifi- 
cation. We do not advise the omission of 
cither octave in this stop. We also note 
that your specification does not include 
Swell to Great 8 feet. As this is so unusual, 
we take it for granted that it is simply a 
typographical omission. It must be included. 
We also note that you specify Swell to Great 
4 feet in two places and presume the second 
one should be Swell to Swell 4 feet—which 
should be included. 


Q. Are theater organists very much in de- 
mand? Does the Organists’ Union furnish po- 
sitions, or how does the organist obtain them? 
Is a degree necessary? Ilow lony does it take 
to become a theater organist after about six 
years’ piano study, and how long should a 
student practice on the organ every day? 
Do you think I would stand a better chance 
of securing a position if I studied with a acell- 
known conservatory rather than with a 
private teacher? 


A. There are many theaters, of. course, to 
be supplied with organists. There are also 
many organists to fill the positions. Iow- 
ever, we imagine there is usually an oppor- 
tunity for a capable theater organist to obtain 
an appointment. We do not know whether 
the unions furnish organists for vacancies. 
The organist wishing an appointment should 
get in touch with theater managers or others 
in authority—which may be accomplished 
through the teacher, if he is well known to 
those who have the appointing in their charge. 
No degree is necessary. The length of time 
required depends on the ability of the student 
and adaptability to the work. Practice as 
much as possible daily. We presume it might 
be an advantage in securing a position to 
have studied at a school with a motion pic- 
ture course, though a private teacher who is 
well known in the work might be of much 
help also. The ability to modulate, impro- 
vise and memorize is of great value in play- 
ing organ for motion pictures. 


Q. Will you kindly suggest material best 
adapted for use by organ students in the 
study of Harmony and Theory? Will you 
also suggest one or more good organ maga- 
eines that might help me in my work, espe- 
cially registration?—One who appreciates 
every page of THE ETupr. 


A. We suggest the following works from 
whieh you can make a selection for your pur- 
pose: 


IWarmony Book for Beginners.......:.. Orem 
Theory and Composition of Music..... Orem 
ELATGON Vinee teeters «xl > sPaeetniet s e eek Clarke 
PStEROTI yi! uc eieweue Wade <5 "tun eae Te Chadwick 
Modern Harmony ....... Foote and Spalding 
Hid Griys rece meets Sep patra ak acs Richter 


We do not know of any organ magazine 
which treats of registration specially. The 
best known magazines relating to the organ 
and its activities are ‘‘The Diapason,” ‘The 
American Organist” and “The New Music Re- 
view.” 

We would also suggest the following books 
on registration: “A Primer of Organ Regis- 
tration,” by Nevin; “Organ Stops and Their 
Artistic Registration,” by Audsley, and ‘Or- 
gan Registration,” by Truette. 


Q. I have been wondering why, in 
reed organs, the reeds are set into vibr 
by the air being sucked through them in 
of being blown through them. Is there 
scientific reason for this, or is it simp 
One. ogee way of construction! 

yee S ess } 


A. The feature you mention is pecu 
to the American made reed organ, with 
exception of the Voealion Organ, in 
the wind is blown through the reeds. 
is also true of the Bnglish Harmoniums 
the Mustel Organs. We understand reas 
for the suction usage in this country ineh 
less wind required, longer life for reed, 
to less liability to breakage, and the 
venience of being ablé to place the 
“right side up.” 
_ Q. Will you kindly give your opinion com 
cerning church bulletiis? Our choir dir 
tress never names the anthem soloist on 
bulletin. Is it correct or incorrect to say 4 
is taking 8o0lo parts in anthems ?—M. DB. 

A. There is no rule in the matter 
mention, it being optional with those 
charge of bulletin. It is, however, entir 
proper for soloists to be named as a ma 
of courtesy. 


Q. Will you please tell me the best 
to dircct_ a pupil to change the registra 
in the following excerpt ; : 


Ex.41 | 
(Melodia & Dulc._ Gr,) 


At “A” should the vight hand hold the tone 
«aw achile the left leaves it to draw Vox IIu 
mana, and so forth? Further, if the right 
hand should hold it, should it be retained on 
the Swell or merely taken on the Great! 
At “B” if the right hand has held the half 
notes in the last measure for their full value 
this eighth rest gives scarcely enough time te 
take the Melodia off and velturn to the man 
ual neatly. Would it be better to take som 
of the value from half-notes in the preceding 
measure and, making @ complete break, change 
the reyistration with both hands at once? Tj 
so, should there be a break in the pedalling 
also? Should the Swell be opened during the 
ascending sixteenth notes in the pedal part 
It seems desirable but very awkward to do 
Also, in the following excerpts from the 
“Finale” by Sheppard. ‘| 


will you please suggest a way to carry out 
directions in registration?—S. I. f 


A. In your first excerpt we would suggest 
at “A’ (the tempo is slow) taking slight 
from the value of the half-notes with bo 
hands—changing the Swell stops and bring- 
ing in the left-hand f-sharp at the prop 
time. At slow tempo it is possible to ta 
the Melodia off during the eighth rest. 
do not suggest any break in the petal part, 
the hand parts resting during the playing 
of the last two notes of the pedal part 
Personally, we prefer to keep the characte 
of the tone the same throughout the numb 
The work is known as “Air for G_ Strir 
and the character of the tone quality shou 
not be changed. Any addition or subtrac 
tion of stops should serve only to amplify 
or modify the quality. We also retain th 
same accompanying stops throughout. We dé 
not suggest a -erescendo at the point y 
name. Unless the pedal stops are enclosé 
or enclosed stops are coupled to pedal, th 
crescendo will not be effective. In the seeont 
excerpt. we suggest a slight break at “*’ 
(including pedal), making an addition to t 
Great organ during the break. We sug 
a slight retard in the measure prece 
“** and a slight taking away from 
value of the half-note chord, with the 
being added during the resultant break. 
eas the succeeding passage with th 
added. 


v 


ely so) constructions of fortifications 
Middle Ages. He studied music under 
eyres, a former pupil of the Paris 
rvatory. Lacombe was much esteemed 
omposer of instrumental music. His 
orks are : 2 violin sonatas, 2 trios; 
nie Overture (Op. 20); Dramatic 
ure; three symphonies; Divertissement 
no and orchestra; a Serenade; Scéne 
and Suite pastorale for orchestra; 
e for flute, oboe and strings; Swite for 
and orchestra; a Mass; a Requiem; 
and piano pieces. He has published 
i. hundred compositions. In 1889 he 
warded the Chartier Prize for chamber- 


cal Prodigy” and the Radio. 
ndly advise me where to enter a “Mu- 
odigy”’ visiting New York City for a 
over the radio. Many admirers and 
of the chilq-artist have requested a 
cital over the radio. She has played 
iblie since her fourth year and now at 
years of age wishes. to play over the 
s an incentive to American youth, stim- 
“music as an educative and useful fac- 
| May Tu Erupn continue in its noble 
ki the wish of its admirer.—cC. H. W., 
ia County, New York. 
‘This is evidently a matter in which the 
and teacher of the gifted child should 
greatest caution and circumspection. 
adio and public performances are not 
cive to real, permanent progress and 
Premature exhibitions by infant 
ies, far from stimulating music (which 
be the stimulator) should be tabu, se- 
ly avoided. Not more than one in a thou- 
id can achieve more than ordinary medioc- 
y means of the hot-house method of 
“ing, for the plant withers and dies in the 
empt. Music is much more than the jing- 
notes ; it must have soul, or interpreta- 
What can a child of seven do to inter- 
: Encourage the little player by all 
ns, but avoid every form or manifestation 
flattery, praise, adulation. Above all, avoid 
seal of approbation accorded by ‘‘perform- 
for the radio,” whereby the child, youth 
ig. 


/ 


2 one line, and from, say, 1610 to 1910, 
judge fairly any new and ‘progressive’ 
otk of his day, a man had only to ap- 
with just a little more elasticity the 
neiples he had learned from the music 
the immediate past. ; 

“The history of those three hundred 
ars is a history of the willing learning 
the younger composers from the old. 
yen in that changed Germany of which 
have just been speaking, we have the 
sture of eager young Mozart, finding 
mself at Leipzig in possession of the 
parate parts of Bach’s motets (there 
}- 


Question and Answer Department 
(Continued from Page 425) 


or adult thinks he is accepted as an accom- 
plished artist. Instead, let the infant read 
and hear the best music by the greatest per- 
formers and grow gradually from grade to 
grade, consolidating each degree of progress, 
always sure of his step. Then his musical 
mentality will grow stronger and stronger 
without danger, up to perfect maturity. If, 
however, you are determined to affront “the 
Air,” you have only to apply for an audition 
to the director of any convenient radio sta- 


tion. He will do the rest. Consult the daily 
newspapers for the stations. 
Guitar Playing. pot 


Q. Can you tell me soihething about guitar 
playing, regarding the manner of touchiig 
the strings? One book IT have descrives ts 
proper the sweeping motion of handy or the 
wrist rolling all the chords, as I hive sten 
played on the stage. But my first book said, 
“pluck the strings.’’—H. B., Lakewood, Ntw 
Jersey. 

A. Why not try some lessons from a good 
teacher? However, the strings are plucked 
by the thumb and four fingers of the right 
hand. 3ut this hand may use a plectrum or 
a paper-knife. Or the sound may be produced 
by thrumming backwards and forwards with 
the thumb (with the fleshy part when going 
from the low strings towards the high strings, 
and with the nail when going in the other di- 
rection). The well-known planist and com- 
poser, Perey Grainger, has introduced the 
guitar in many of his compositions, besides 
writing specially for it. He treats the in- 
strument in what he terms the ‘Australian 
way.’ That is, he tunes it to any complete 
common chord and uses the left hand “mostly 
to stop straight across the six strings at once.” 
This will give all the common chords con- 
tained in the compass of an octave, proceeding 
chromatically, say, from C to C, by stopping 
fret by fret in regular succession. In a band 
of guitars, this tuning to any complete chord 
—a different one for each section of the band 
—makes the playing much.easier for the left 
hand and allows the right to manipulate all 
kinds of complicated rhythms and effects. 


f ; Ghe Musical Home Reading Gable 


(Continued from Page 440) 


were no scores of them), distributing them 
around him and piecing the work together 
in his imagination . . . . Bach, again, was 
the humble pupil not only of his German 
predecéssors and contemporaries but also 
of the great Frenchmen and Italians. Mo- 
zart and Haydn did not disdain to learn 
from each other, nor Beethoven from 
both. Wagner’s method of thematic work- 
ing is in large part a conscious develop- 
ment from that of Beethoven, and no 
later symphonic writer has repudiated his 
own debt to these two forerunners.” 


eee School Pyilusic Department 


ftly singing a lullaby, and, by watching 
eir faces, I am assured: that all are 
fensely interested—in fact, their whole 
ing is responding to the mental picture 
a baby being rocked to sleep. It is 
lazing to witness how completely the 
ildren respond to titles so absolutely dif- 
rent one from another, and how truly 
ey interpret each title. Led by the im- 
ination and given adequate facility for 
usical expression there is no limit to self- 
pression. For the imagination knows no 
unds. 


ustification of Public School Piano 
Classes 


Ay HILE WATCHING a public dem- 
Y  onstration by a class of fifty pupils, 
ting National Educational Association 
eek, I “checked up” just what was in- 
ided in the playing of the child at the 
ano whose title was “The Babbling 
ook.” The little girl was sitting per- 
etly; her arms and hands moved grace- 
lly and easily; her finger technic was 
te and sure, tone excellent, legato 


to their conduct and use. 


FRANK A. BEACH. 


mind of the competitors and of those in charge. 
are not in themselves evidence that desirable results have been at- 


(Continued from Page 448) 


perfect, phrasing correct, accents clearly 
defined, and interpretation ideal. There 
was concentration, imagination, poise and 
self-control. Had she paid me fifty times 
as much for a season’s lessons I doubt 
if I could have improved on what she did, 
for she ,so well illustrated what I have 
long held as my ideal. 

While the possibilities of such work are 
most alluring and limitless, the Piano Class 
Instruction, if it is to become a department 
in our regular school work, must first 
establish the fact that it has sufficient edu- 
cational value to receive the endorsement 
of educators. That it can do this I am 
firmly convinced, and agree fully with Dr. 
Eliot that the playing of musical instru- 
ments should furnish a training second to 
none other. With this belief in my mind, 
every step I have taken for years has had 
an educational value as well as a musical 
objective. That the course has been in 
the right direction seems abundantly proved 
from the fact that every educator who 
Saw our recent demonstrations has un- 
qualifiedly, endorsed the results. 


“Music competitions, like other activities, are serviceable in proportion 
Their value is largely determined by the attitude 


Enthusiasm and num- 


JUNE 1928 


A knowledge of Popular Music makes possible a better 
understanding and appreciation of the Classics 


SHEFTE RAPID COURSE 


In Modern Piano Playing 
A RAPID SYSTEM for those who wish to play 


POPULAR MUSIC in the shortest possible time and also for forming 
an excellent foundation for those who wish to pursue the CLASSICS. 


Shefte Rapid Course — Vol. 1— Price $1.00 in U. S. A. 


For beginners with no knowledge of music or who have had little teaching. 


Shefte Rapid Course — Vol. 2— Price $1.00 in U.S. A. 


For those with fair knowledge of music. 


Shefte Rapid Course — 


Vol. 8— Price $1.00 in U.S. A. 


For the advanced studént and professional pianist. 
A legitimate—fundamentally correct Piano Method endorsed by leading 


American Authorities, a few of which endorsements appear below. 


I am very glad to tell you that the Shefte Course is, in my’ opinion, the 
very best of its kind and will rapidly enable the average pianist to be- 


come a popular music expert. 


Having perused many other works pub- 


lished with the same aim, I have not found them satisfactory as they were 
obseure and not at all practical; but the Shefte Course is perfectly clear, 
it shows just how to do things and where and when, and its embellish- 


ment material reveals a rare taste. 


Course, is the series 
pendence of fingers, etc. 
considered that popular 


Another most helpful thing about this 


s of strictly pianistic exercises for flexibility, inde- 
They are accurate and useful. 
music rhythm 


I have always 
helps considerably to develop a 


keen sense of rhythm even for the performance of the great classics, and 

it is also true that through popular music many students will come to 

the classics. For this reason, your books cover a general field and they 
could not be too highly endorsed and recommended. 


86 Rue Cardinet, Paris, France 


lu On Ae Senta of 


Qhopin's Piano in America presented personally by Maurice Dumesnil, Season 1926-1927. 


Shefte’s Rapid Course in Popular Music and Syncopation for Piano seems 
to fill a need of the present day piano teacher who is confronted with the 
problem (particularly of the adult beginner) of learning something quickly 
I shali be interested In forming classes and watch its development, ss 


1 feel sure it will produce results. 


el dele Bein 


2107 Walnut St. Philadelphia, Pa 


Sent on Approval to Piano Teachers who Read the “ETUDE” 


Knowledge acquired by students through the study of this course 
makes an excellent foundation for more serious study. 
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THE ETuDE To Your FRIENDS 


You would think nothing of 
spending many times 35 cents to 
entertain a musical friend. Here 
is an opportunity to afford hours 
of entertainment and genuine de- 
light to a number of your musi- 
cal friends at a cost of only a 
few cents each. 


Share your musical joys this 
summer. Accept this rare offer 
for as many of your musical 
friends as you desire. Simply 
send us the names and addresses 
with remittance of 35 cents each 
and we'll promptly mail the three 
summer issues. Coupon below 
for your convenience. 


Order now! This offer will soon expire! 
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13c Extra 


THE ETUDE 
1712 Chestnut St. 
Philadelphia, Penna. oJ 


Gentlemen: For the enclosed 35c please 
send the June, July and August issues to: 


Name «0. 


Address 


Please mention THE ETUDE when addressing our advertisers 


Page 473 


Page 474 JUNE 1928 


| OSS 


E GO TO a concert and hear a Mel- 

ba’ sing The Old Folks at Home, 

a Galli-Curci, The Last Rose of 
Summer, a John McCormack, Believe me 
if All Those Endearing Young Charms, 
We have heard all these songs a thousand 
times. Yet we are astounded at the keen 
enjoyment we experience in noting the 
immense effect these artists get out of 
such simple ballads. It is said that Jenny 
Lind, the famous Swedish prima donna, 
would have half her audience in tears, 
singing the simple -ballad, Home, Sweet 
Home. 

Next day we hear the girl next door 
singing the same songs, but the effect is 
anything but the same. The chances are 
we feel more like putting corks in our 
ears than like drinking in the tones with 
rapt enjoyment. 

At concerts of violin music we hear 
Kreisler play Traumerci, Hetfetz, The 
Largo (Handel) or Elman, The Swan— 
all simple melodies which we know by 
heart. Yet we are enchanted with the 
heavenly beauty with which these great 
violinists endow them. A few days later 
we attend a recital of young violin pupils, 
but, alas, how different the effect! We 
can hardly repress a smile to hear how 
tasteless and insipid these same inspired 
melodies sound in the hands of bungling 
beginners. 

Whence comes this miracle? Why can 
the great artist transport us to the seventh 
heaven of delight with the simplest com- 
position, while the unskilled amateur 
bores us to tears with the very same piece? 
Of course many things enter into a super- 
lative musical performance, but the great- 
est element is that of tone. We would 
much rather hear a great vocalist sing the 
scales or a supreme violinist play finger 
exercises than a bungling amateur attempt 
the most famous and difficult composition. 


The Light That Guides 


BEAUTIFUL tone, sweet, sympa- 

thetic and silvery, is like a lovely 
light, an exquisite perfume or a delicious 
taste. It gives us the keenest pleasure. 
We cannot get enough of it. 

Now the average violin student will ad- 
mit all this readily enough. Why, then, 
is he not willing to do everything in his 
power to improve his tone? For the sim- 
ple reason that building up a fine tone en- 
tails a great deal of monotonous work, 
even drudgery. We are all naturally lazy, 
and the average violin student has more 
than his share. Most pupils seem to think 
they are wasting their time if they are 
not sawing away on a lot of difficult ex- 
ercises and pieces. 

The importance of a fine tone in violin 
playing is universally recognized, for it 
is the most important of all fundamentals. 
A violinist may have enough left hand 
technic to play Paganini’s Witches’ Dance, 
but if his right arm has not been educated 
to the magic of producing a beautiful tone, 
it is of little value. Every author of a 
work on violin playing devotes a large 
portion of his space to correct tone pro- 
duction. Helen Timerman has written 
an entire volume on, “How to Produce a 
Beautiful Tone on the Violin,’ and it is 
a very excellent work indeed, with many 
valuable hints on tone production. 

While the limits of a short article pre- 
clude going at length into every detail 
needed for perfect tone production, a few 
of the principal elements may be noted. 
Let us enumerate, 


The VIOLINIST’S ETUDE 
Edited by 


Rosert BRAINE- 


IT IS THE AMBITION OF THE ETUDE TO MAKE THIS VIOLIN DEPARTMENT 
‘4 VIOLINIST § MAGAZINE, COMPLETE IN ITSELF.” 


Gone Cechnic 


The Instrument 

i GOES without saying that a fairly 

good violin is necessary for a good 
tone. Even a great artist can hardly suc- 
ceed in giving a fine performance of the 
Schubert-Wilhelmj Ave Maria on a five- 
dollar pawn-shop fiddle. If the student 
can afford a $25,000 Stradivarius or Guar- 
nerius, so much the better. It will help 
him in his quest for a beautiful tone. 

Unfortunately, however, the average 
pupil can pay only a moderate price. He 
should make from $50 to $100 his mini- 
mum and pay as much more as he can 
afford. The point is to avoid a violin 
with a harsh, rasping, unmusical tone and 
to try to secure one with a smooth, sym- 
pathetic quality, as even as possible in all 
positions. As a good old violin can hardly 
be bought for the above figures, except 
through some extraordinary stroke of luck, 
the student will have to content himself 
with the best he can do in the shape of a 
new violin. -His teacher or a musical 
friend will be of great assistance in pick- 
ing one out. 

But no matter how fine the instrument, 
it cannot respond properly if it is not in 
good playing condition. The sound-post 
must be correctly set, the bridge of the 
proper height, the strings correctly spaced 
on the bridge. The fingerboard must be 
level and the pegs smoothly fitted and 
working well. The strings must be of 
fine quality and the correct size, fairly 
new (not worn out and kept on the violin 


for years) and, above everything, not 
false. The violin must not be unglued at 


any point. It must be literally “tight as a 
drum.” 

The bow should have a good, straight, 
elastic stick of Pernambuco wood and 
good, fresh hair, well rosined. It should 
cost not less than ten dollars. In short, all 
mechanical details should be perfect be- 
fore the player can hope to produce a good 
tone. It is best to depend on a skilled re- 
pairer to keep the violin and bow in ‘play- 
ing condition. 


Straight Bowing 


T WOULD seem hardly necessary to 

say that the first requisite for a good 
tone is to bow at right angles to the string, 
with the hair of the bow moving parallel 
with the bridge. The fact of the matter 
is, however, that a vast number of stu- 
dents will not take the trouble to learn 
to bow straight but in “half moons” over 
the string, like a farm hand mowing 
around a stump with a scythe. The 
teacher should not rest until the pupil 
learns to bow straight. If allowed to do 
much of this crooked bowing in the be- 
ginning, he never succeeds in acquiring a 
straight bowing later on. 

While accuracy in bowing comes more 
easily to some people than to others, just 
as some acquire good hand-writing more 
easily than others, almost any violin stu- 
dent can acquire a fairly straight bowing 
by practicing systematically. As the hair is 
to move at right angles to the string, this 
can be accomplished only by the wrist go- 
ing through a series of curves as the bow 
is drawn down and pushed up. 


A Quartet of Viols 


Here we have a quaint old picture of 
a “Concert of Viols,” in the year 1516. 


We can hardly suppress a smile at the 


costumes worn by the members of the 
quartet, which form such a remarkable 
contrast to those of the present-day Flon- 
zaley or London quartet attired in im- 
maculate evening dress. The crudity of 
the instruments and bows attracts instant 
attention, and it seems miraculous that 
the violins and cellos of Stradivarius, and 
the bows of Tourte could have been 
evolved from such grotesque implements 
as we see in this picture. 

We also note that, whereas our modern 
concert performers are well shod and go 
bare-headed when they play, the good 
brothers in this picture have reversed the 
order by going barefooted and wearing 
elaborate headgear. The concert seems to 
be proceeding in the open air. The man- 
ner of holding the bows is the “catch- 
as-catch-can” variety and can hardly be 
recommended to the up-to-date student. 
It has many points of difference, for in- 
stance, from the bowing taught by 
Joachim. 

In studying this picture, the violinist 
cannot fail to marvel that one of our great 
string quartets of to-day, playing on a 
quartet of Cremona instruments, could 
have evolved from such crude beginnings, 


_sults a distressing “fuzzy” 


The wrist asstimes a convex shape ¥ 
bowing at the frog and is slightly con 
when at the point. Even if the stud 
not taking lessons, he can see 
watching good violin players. 
bowing is best acquired by doing 
deal of practice on open strings 
scales which haye been memoriz 
that the eye can be kept on the bow 
out having to watch the printed p 
practiced faithfully, straight bowing 
comes automatic, that is, a fixed he 


Point of Contact 


A YER* large number of violin 
dents utterly fail in producing 
even passable tone because they habitua 
bow either too near or too far away ft 
the bridge. The great bulk of violin pla 
ing is done meszo forte (medium loud 
and for this the hair is drawn over th 
string midway between the bridge and t 
end of the finger-board. In an extr 
soft passage (ppp) the bowing can be do 
with good results very close to the end o 
the fingerboard, with very slight presst 
on the stick of the bow. If pressure 4 
applied at this part of the string, there 
tone which | 
the hearer’s teeth on edge. - j 
As a louder tone (with pressure) is f 
quired, the hair approaches closer to 
bridge. Also, in the higher positions, th 
bowing is done closer to the bridge and it 
the very highest positions, the hair musi 
be drawn extremely close to it. If tl 
student at any time attends the opera 6! 
“Lohengrin” or hears music played frot 
it on the concert stage and will watch +l 
first violinist in the orchestra when f] 
famous Prelude is being played, he w 
see that the hair of the ‘bow literally “hu 
the bridge.” \ : <M 
This is because so much of the work i 
this composition lies in the very high po: 
tions on the E-string. It is like playit 
on a toy violin, with very short string 
and it is a law in string instruments th 
the shorter the string the nearer the brid 
the bowing must be done. Pupils who d 
not know this law often complain of t 
string “squeaking” when it is played 
the very high positions. The trouble 
they play too far from the bridge. 
Bowing with the hair at the proper nok 
of contact, to suit the strength of tone t 
quired and the vibrating length of 
string, is of extreme importance, Tho 
sands of violin players go through li 
making a miserable tone most of the ti 
because they bow too near or too far aw 
from the bridge to suit the passage. Ti 
never change the point of contact. I ha 
seen violin players bow over the end of f 
fingerboard with strong pressure, for 
sorts of passages and for all the positio 
making a miserable tone in consequen 
Others bow within a quarter of an in 
from the bridge practically all the tin 
and with strong pressure, thus giving 
very striking imitation of a saw filer 
work. ; 
However, the bow arm must be sup 
and elastic, with the wrist and other joit 
working like a fine, well-oiled piece 
machinery, or else the observance of | 
the above elements of good bowing y 
be in vain. To attain this result the s 
dent should do much practice very soft 
(as if breathing on the string) on the of 
strings and in scales, with full boy 
counting 8, 12, 16, 20 or more to e 
stroke. 
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Save You Half the Price 
of the Best New Books 


, HE LITERARY GUILD of- 
fers readers a unique oppor- 
, to join a movement of first 
ortance to the future of Ameri- 
letters. Play-goers of discrim- 
ion have their Theatre Guild, an 
nization which has raised the 
dard of good drama materially 
America. .Now—through the 
‘ts of a group of educational and 
ary leaders—you can belong to a 
lar society, engaged in’ selecting 
best books from the presses of all 
ishers and sponsoring those no 
ired American will care to miss. 
embership in The Literary Guild 
solutely free. ‘You can join to- 
and begin at once to realize a 
iderable saving in actual cash on 
of the leading books published 
-month in America. 

ou can now enjoy the distinction 
eing the first in your community 
sad the books that the nation will 
iscussing a few weeks later. 


elve Books a Year for the 
Price of Six! 


»oks in the special Guild binding on 
' shelves or tabletop stamp you as a 
on of cultivated taste in literature, a 
*r actively interested in this movement 
romote the best in current books. 

ur satisfaction is assured. Mail the 
on at once for a detailed description 
ne Guild and the many advantages of 
ibership to you. Your request for in- 
lation does not involve the slightest 
ration. 


4E LITERARY GUILD OF 
AMERICA 


fth Ave., Dept. 32A-E.M. New York City 


Lrrerary Guitp or AMERICA 

ifth Ave., Dept. 32A-EM 

York City 

would like to know more about the Guild. 
may send me a copy of WINGS, free and 
ut ez 
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Mozart's String Quartets 
By D. X. Kyra 


In this peculiarly fascinating yet ex- 
cessively difficult musical form, Mozart 
produced a lesser number than Haydn. 
Nevertheless, in intrinsic worth, those of 
the Salzburg master quite overshadow the 
greater product of his older friend. The 
reason for this is made apparent in “The 
Evolution of the Art of Music” in which 
Sir Hubert Parry writes: 

“Next in importance after his (Mozart's) 
Symphonies comes his quartets. In_ this 
form Haydn was agaiir the pioneer; but it 
fell to Mozart to produce the first really 
great and perfect examples. This refined 
and delicate form of,art had come into 
prominence rather suddenly. It was cul- 
tivated with some success by other com- 
posers besides Mozart and Haydn, such as 
Boccherini and- Dittersdorf. But the quar- 
tets which Mozart produced in 1782, and 
dedicated to Haydn, are still among the 
select few of highest value in existence. 
In a form in which the actual possibilities 


are so limited, and iniwhich the responsi- 
bilities towards each individual solo in- 
strument are so great, where the handling 
requires to be so delicate and so neatly 
adjusted in,;every detail, Mozart’s artistic 
skill stood him in good stead. The great 
difficulty was in the exact ascertainment 
of the style of treatment best suited to 
the group of four solo instruments. It 
was easy to write contrapuntal movements 
of the old kind for them, but in the new 
harmonic style, and in a form .of the 
sonata order, it was extremely difficult to 
adjust the balance between one instrument 
and another so that the subordination 
would not subside into blank dulness nor 
independence of inner parts become ob- 
trusive. Mozart, among his many gifts, 
had a great sense of fitness, and he adapted 
himself completely to the necessities of 
the situation, without adopting a_ poly- 
phonic manner, and without sacrificing the 
independence of his instruments.” 


Arching the Little Finger 
By J. M. Parx 


Tue fourth finger may be strengthened 
in scale practice, if the violinist rigorously 
refuses to allow an open string to: be 
played. But care must be taken to see 
that the little finger is bent at both its 
joints. 

Bending only the joint near the tip 
causes weakness and final helplessness in 
the lower joint. Also, if the finger is 
brought down on the string so: ~-~\ it 
is impossible to produce an incisive tone, 


for the extended joint tends to “wobble” 
under the pressure. On the other hand, 
if the finger is brought down so: js an 
arch is erected which can withstand the 
pressure, since every part is evenly 
balanced. 

If the fourth finger is watched con- 
stantly, the lower joint will become as 
firm and as supple as the upper one, and 
the power of this smallest member will 
be made to equal that of any of the other 
fingers. 


Gone Gechnic 
(Continued from Page 474) 


The Vibrato 


HE VIBRATO—‘life under the fin- 

gers’—as César Thomson has ex- 
pressively phrased it, is a wonderful beau- 
tifier of tone. Once in a while we find a 
violinist, even one of some distinction 
(usually an old man), who has taken a 
violent dislike to the vibrato and objects 
to its use. Nothing could be more ab- 
surd. Violin playing without the vibrato, 
although this can be abused by too fre- 
quent use, is a very ‘stale and tasteless 
affair. Note how constantly the greatest 
solo violinists of our day employ it. Sieg- 
fried Eberhardt has written an excellent 
work on “Violin Vibrato, its Mastery and 
Artistic Use,” and the student will find ex- 
cellent chapters on the vibrato in the little 
work, “Violin Teaching and Violin Study,” 
by Eugene Gruenberg. Tue Erupr has 
had many articles on the vibrato. 


Swells 


RACTICE OF swells is a wonderful 

developer of tone, especially when 
practiced with double stops very slowly 
like the following: 


Very slowly 


ot oO = oa | 
= oa 


2 
PPS > pp 


Happy the student who has a master 
teacher whose tone he can imitate and 


“What is now positively needed in violin tone is power 


who will supervise his tone studies from 
the very beginning. For this is the time 
to lay correct habits in violin playing as 
in everything else. Many students never 
succeed later in overcoming crooked bow- 
ing and other faults which have become a 
habit in the start. 

The greatest help in acquiring a good 
tone is the doing of much open string and 
slow scale work, the latter from memory, 
so that the pupil does not have the printed 
pages to distract his mind from watching 
his bowing and from concentrating on and 
listening fixedly to the tone. 


@he Rounded Gone 


By GRACE GRETTA 


In NATURE the most beautiful object is 
the perfect sphere—a globe without a flaw. 
In music the most beautiful thing is the 
rounded tone brought into being on the 
violin by a single bow-stroke. This tone 
is even (no crescendo, no decrescendo), 
pure (no scratching, no sliding), smooth 
(no hesitation, no acceleration of the arm 
movement), full (just the right shade of 
pressure with the bow and firm left finger) 
and living (slight evidence of the vibrato). 
All except the last attribute can be gained 
by much practice. But this—the living 
tone can be realized only through the 
imagination of each individual artist. 


with quality, 


order that the concert artist of ability shall do himself justice in the largest 


of public halls: 


those old violin makers whose instruments have shown 


the greatest increase in price during the last thirty years are those whose 


products possess the required tonal combination,”— 
It identifies you as one in toueh with the higher ideals of art and life, 


ArtHuR W. Dykes. 
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White Teeth are 


not enough 


BECAUSE... 


Too many people, thinking they are 
cafe when teeth are white, suddenly 
find themselves victims of Pyorrhea. 
This foe ignores the teeth and at- 
tacks the gums. It takes high toll 
in health from 4 persons out of 5 
after forty and thousands younger. 

Don’t fear these odds. See your 
dentist at least once every six months 
and start using Forhan’s for the 
Gums today. 

This dentifrice cleans teeth snowy 
white and protects them against 
acids which cause decay. 

Also, if used regularly and in time, it 
helps to firm gums and keep them healthy. 
Pyorrhea seldom attacks healthy gums. 

Make Forhan’s the daily morning and 


night health habit. Get a tube from your 
druggist, today ... 35c and 60c. 


Formula of R. J. Forhan, D.D.S. 
Forhan Company, New York 


Fo tha 1s for the 


gums 


YOUR TEETH ARE ONLY AS HEALTHY AS YOUR GUMS 


“HAKKERT” 


The World’s Finest in Gut Strings for 
Violin, Viola, "Cello. 


Give yourself and your instrument a 
“‘treat’’ and try a combination set of 


“HAKKERT” Gut and “JOACHIM” Wound Strings 


Violin A, “Hakkert’' 30c; Violin D, “Hakkert’’ 35¢ 
m, Violin D, ‘Joachim’ (aluminum) 75c¢ 
ho Violin G ‘Joachim” (pure silver) $1. 00 
Da. PA Cello A, ‘Hakkert” $1.00; ‘Cello D, ‘‘Hakkert” $1.25 
om *Oollo G, “Joachim™ $1,20; ‘Cello 0, “Joachim'’ $1.60 
“HAKKERT’’ Gut Strings (made in Rotte rdam) have been 
used for years by Eyrope’s le ading Artists. Since our introduc- 
tion of them here they have been wonderfully endorsed by 
every American Artist who has bought them. 

Each string is Guaranteed to satisfy. 

‘JOACHIM’? Strings are our own winding and are now 
greatly improved in quality. Each string Guaranteed to give 
satisfaction. 

Send at once for temporary circular (pending issue of 
hooklet) or better yet order a set of these Artists’ strings 
and learn what really good strings mean. 

NOTE—Teachers and professionals enclose proteeviones 

card—also ask for onr large catalog of Violins and 

accessories, and ‘pamphlet on old Violins and Bows. 


WM. K. LEWIS & SON 
Importers, dealers, makers in exclusive Vtolin Goods 
207 So. W abash Ave., Chicago, Illinois 


VIOLINS 


Deep, Mellow, Soulful 
We ere makers of high-grade violins 
instruments of the finest tonal quality, 
appreciated by the greatest artists. Rasy 
terms, if desired. Get details today. 

GUSTAV V. HENNING 
512 University Bldg., Seattle, Wash. 


THE ONLY EXISTING PICTURE OF 


Antonio Stradivari 


Inquire At Your Music Store For Reproduc- 
tion or Send One Dollar To 


E. J. @ J. Virzt, 503 5th Ave., New York, N.Y 


Special $1.00 Offer 


For $1.00 ve will send a sample set of 
Violin Strings, containing our celebrat- 
ed‘‘Intuna” E, A and D, Keelok Metal E 
and ‘‘Nonpareil” pure silver G. Satis- 


faction guaranteed or money refunded. 
ONLY ONE SET AT THIS PRICE. 
Send for ‘““FIDDLESTRINGS” free. 


154 E, 85th St. 
NEW YORK 


MULLER & KAPLAN 
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joser LHEVINNE 


World Renowned Piano Virtuoso. Repertoire Teacher’s Classes. Auditor Classes 


oscar SAENGER 


Internationally Famous Master of the Voice. Opera Classes. Teacher’s Classes 
Repertory Classes. 


HENIOT LEVY 
KURT WANIECK 


Brilliant pianists and eminent instructors. Repertory and Teacher’s Classes. 


ADOLF WEIDIG 


Well known Authority on Theory and Composition. 


KARLETON HACKETT 


Distinguished vocal instructor and critic. Repertory and Teacher’s Classes. 


EDUOARD SACERDOTE 


Eminent Teacher of Voice. 


JACQUES GORDON 


Famous violin virtuoso and Concert Master Chicago Symphony Orchestra. 


HERBERT BUTLER 


Eminent teacher of the violin. 


Faculty of over one hundred artist teachers 


Special Summer Courses: 


Public School Music—o. £. Robinson, Director 
Dramatic Art, Expression—Walton Pyre, Director 
Children’s Musical Training—Louise Robyn, Director 

School for Theatre Organ Playing 


Frank UanDusen, Director © 


Lectures by Eminent Educators, Recitals by Distinguished Artists 


FREE SCHOLARSHIPS 


To talented and deserving students awarded after competitive examinations. 
Josef Lhevinne will award one scholarship for private and two for reper- 
tory class lessons. Oscar Saenger will award one scholarship for 
private lessons and five scholarships in Opera Class. 

Apply for application blanks. 


Superior Dormitory Accommodations. Rates of Tuition Moderate 
CREDITS will be given for summer courses taken, toward Certificates, 


Diplomas, Degrees—granted by authority of the State of Illinois. 
Summer Session prospectus, regular catalog and Public School Music circular 
mailed free on application. For detailed information address 


AMERICAN 


CONSERVATORY 
OF MUSIC 


571 KIMBALL HALL Chicago, Illinois 


Please mention THE ETUDE when addressing our advertisers, 


Steel E-String. 


K. B.—Josephus Ferdinandus Leidolff made 
some excellent violins at Vienna, Austria, 
1756 to 1780. To find out whether or not 
your violin is genuine, you will bave to have 
t examined by an expert. 2. The use of 
the steel © string for the violin is practically 
universal, although a very few violinists still 
cling to the gut BH, claiming that it has a 
finer and more sympathetic quality of tone. 
3. Write to the Theo. Presser Company for 
music for the violin and organ. You can 
use violin and piano compositions for the 
violin and organ, if you are accompanied 
by a skillful organist who can adapt the 
piano ‘accompaniments to the organ. 


Violin Practice Resumed. 


T. G. K.—Without hearing you play it 
would be of little use for me to try to pre- 
dict what suecess you might attain in violin 
playing. The teacher with whom you re- 
cently studied would be the one to advise 
you as to that. However, if you can play 
the compositions you name really well, it 
would certainly be worth-while to continue 
with your studies. No one can tell you 
positively how far you can go in violin play- 
ing, as this will depend largely on your 
talent. The lessons and practice you had 
in early youth were of the greatest im- 
portance, since without them it would have 
been impossible for you to have advanced 
as you did when you resumed violin study 
in middle age. I advise you to play for 
several good violin authorities and get their 
opinion on your present foundation and 
on how far you can hope to advance. 


“Rigart Rubus.” 


M. P.—Thousands of these ‘‘Rigart Rubus” 
violins, dated at St. Petersburg, Russia, are 
scattered over the world. They are dis- 
tinguished by their round corners, They 
are mostly factory fiddJes of no great value, 
and the name ‘‘Rigart Rubus” is used more 
as a trade-mark than anything else. Some 
are better than others, of course. I cannot 
give you any idea of the quality or value 
of the violin without seeing it. 


Adjustment of Bridges, 


G. R.—There is no exact standard height 
for strings above the fingerboard of the cello 
(some players like them closer than others). 
The height increases very slightly for each 
string, going from the A to the C string. 
2. Neither is there an exact standard height 
for the cello bridge. when fitted to the in- 
strument. The height of the bridge must 
correspond to the distance of the finger- 
board above the belly. Here we find varia- 
tions in different instruments. If one should 
eut the bridge to any exact height in inches, 
it might leave the strings too near or too 
far above the fingerboard. The best way is 
to put on the bridge and cut it down so that 
each string lies at the proper height. This 
work ought to be done by an experienced 
instrument maker or repairer. Even the 
best professionals do not try to do it for 
themselves. 3. All the above’ suggestions 
apply to the adjustment of violin as well as 
cello bridges. 

Selling a Violin. 

R. G.—You can buy a sound-post setter 
at the music store with which to set and 
adjust your sound post. The salesman will 
show you how to use it. 2. Without see- 
ing your violin I cannot tell you what it 
is worth or what you could get for it. You 
live in a large city and can no doubt find 
a violin dealer who will make an offer for 
your violin. You could advertise it in the 
“want ad’ columns of the daily papers. 
Possibly some of your friends would like 
to buy it. Or maybe the company from 
which you bought it. would take it back, at 
a price. 


French Violin. 


c. A. P.—I cannot trace the maker of 
your violin with the name spelled exactly 
as in your letter. There were two French 
violin makers, with similar names, both of 
considerable note—one, Georges Chanot, and 
the other, Francois Chanot. Your violin is 
evidently by a French maker. The_ best 
thing you can do is to send it to a dealer in 
old violins for examination. 


Increasing the Streteh. 


R. B. R.—Taking up the viola with a view 
to playing in your school string quartet will 
not injure your violin playing materially. 
Indeed it ought to improye it, since playing 
the viola will increase the stretching ca- 
pacity of your hand and fingers. 


Violin of Great Benuty. 


F. R.—Santo Seraphino was an_ Italian 
violin maker at Venice. His labels read: 
“Sanctus Seraphin. Utinensis. Fecit Vene- 
tijs, Anno These violins are noted 
for the great beauty of their wood, varnish 
and workmanship. Dealers ask prices which 
run well into the thousands for good speci- 
mens. A very fine specimen is quoted at 
$6,500 in a late catalog. The chances are 
the violin you mention is an imitation. Be- 
fore you buy it you had better get the adyice 
of an expert as to whether or not it is genu- 
ine and as to its value. 


UIOLIN. QUESTIONS ANSWERED — 


By Rosert BraINz 


No question will be answered in THE ETUDE unless accompanied by the full: 
and address of the inquirer. Only initials, or pseudonym given, will be pub 


-You will have to practice three or four ] 


, 


a 
Expert Instruction Necessary, 


M. A.—From your description I 
there is no chance that your violin 
ine Stainer. 2, The rough tones 
complain of probably come from th 
your arm is stiff when you bow. 
correct this by pee Ma lightly, 
joints relaxed and the whole arm 
3. If you could go to Chicago and 
some first-class violin teacher, you 
astonished at how your violin p 
proves, even in a comparativel 
4. From your description of what 
been able to accomplish, I jude 
have talent for music and the vio 
cannot say how much without he 
5. If you expect to become a p 
musician you, will have to go to t 
large city and devote all your ti 
study of music and the violin. 


Hardie Violins, ay 
Vv. R. A.—Matthew (‘Matt’) Hardie 
was born in Edinburgh, Scotland, it 
and died in 1826, was a well-know: 
violin maker, with some excellent y 
his credit. A well-known author 
that he was the best British i 
Amati (Cremona) violins. 
by many to be the most prominent 
Scotch makers. One of the leading 
can dealers lists a Hardie violin of 
$650. The varnish of this violin 
brownish yellow. Further details ¢ 
this maker and the price of his viol 
be obtained by writing to W. E. Hill an 
violin makers, 140 New Bond Street, 
England. ; i 


A $100 Purchase, 


S. V.—yYou can no doubt buy fo 
dred dollars a violin which will answ 


take to recommend any special makes 6 
lins or other instruments. Consult the @ 
tising columns of THp Ervpp for violin 
ers. 2. Owing to the cheap labor o 
the price of violins is somewhat 
there than in the United States, sespee 
the case of new violins. There is a 
duty, however, on violins imported inte 
country. 
French Violin. 
W. W.—A leading authority says, “Ni 
Didier, 1757-1833. The best of a fa 
Mirecourt (France) violin makers. 
very good violins, after the Stradivari m 
which were very well liked at one time 
a result thousands of imitations wiftl 
brand, ‘A la Ville de Cremonne, Nicolas, 4 
formed into a triangle, were placed @ 
market.’ His violins, if genuine, are 
at from $300 to $450 by American 
The imitations sell for only a fraction 
price. I would advise you to have you 
lin examined by a good expert who can 
you whether the violin is genuine or i 
tion. 


Fantasia for “Last Rose.” 


R. 1.—There is a fantasie on the air 
Last Rose of Summer,” arranged by — 
Farmer. It is of moderate difficulty, su 
for a pupil who has completed the K 
Studies, Op. 20. 
Thir Violin. 

BE. E. S.—-Probably you mean 
Thir, or Thier, who made violins in V 
in the eighteenth century. The in 
spelled on his labels sometimes th 
and sometimes the second way. The 
lowing is a copy of one of his 
Mathias Thier fecit Viennae, Anno 
While he was not a great maker, he 
some fairly good instruments. Probabli 
can sell the violin to one of the de: 
old violins. The addresses of such 
secured from the columns of THr EruD 
other musical magazines. 


Z 


The All-Important Thing. “ 


D, L. N.—Without hearing you play 
judging of your talent, I cannot pos 
tell you what your chances are of becé 
a concert violinist. It would have 
better if you had started at the age of 
But even having started at the age of 
teen you have a chance of learning the 1 
thoroughly, if your talent is of a high ¢ 


a day at least, and you must have exe 
teachers. You ought also to move to 
city where you can hear good music 
kinds. Your letter shows the proper 
and enthusiasm. 2. By all means go on 
your composing as it will help you 
your violin studies. But you must b 
that it does not take too much tim 
your violin practice. This is. the 
portant thing right now. F 
The Master's Violin. 

D. D.—Fritz Kreisler is an A 
Kelman, Heifetz and Seidel are of pure 
ancestry and were born. in Rw 
Kreisler owns the famous Joseph Gu 
(1737), formerly played on by Aug 
helmj, the famous violinist. He 
one of thé finest Stradivarius vis 
existence, 


it is unforgettable, particularly as 
wski interprets it. 
a in A Minor by Fauré, Opus 13, 
by Thibaud and Cortot (Victor, 
6 to 8088). 
French critic, M. Jean-Aubry, says 
uré, “None stands nearer to the 
s by whom we are most deeply 
Chopin, Schumann, and Schubert, 
is more French.” To name Fauré 
é€ with these three composers whom 
_ keenly appreciate makes his music 
much more understandable and pleas- 
Fauré is emotional, but at the 
me discriminate; he is facile and 
There is no feeling of restraint 
his music; and yet there is no seeking 
ter the obvious in his effectiveness. It 
ies a sincerity, the sincerity of the 
_ No two artists could be better suited 
xpress this work than Thibaud and 
tot. They present a performance which 
ibtedly will grow more and more ex- 
ive with each re-playing. 
ie Walkiire,” opera in 3 acts, Wag- 
, comprises fourteen double-faced discs 
esenting the major part of the score. The 
st includes Frida Leider and Florence 
ral (Briinnhilde), Gota Ljunberg 
ieglinde), Walter Widdop (Siegmund), 
riederich Schorr (Wotan), Howard Fry 
Hunding). The conductors are Coates 
id Blech (Victor, Nos. 9164 to 9177). 
Here is a set of discs presenting over 
yo hours of music from Wagner’s poign- 
it music-drama, “Die Walkiire,” com- 
ndably conceived with judicious cuts. 
is a very impressive and realistic pro- 
ction of a great work, sung by some 
the finest voices in the operatic world. 
S space does not permit a detailed de- 
ription of these discs, of which the 
iter would like to say much, he will con- 
ne himself to one or two parts. That 
autiful love music at the end of the 
rst act is artistically interpreted. Liszt, 
le famous composer, once said of this 
art of the opera, “The close of the first 
t of “Die Walkiire” is overpowering 
m.. how I, felt for Siegmund .... my 


i 
) 


EDUCATIONAL 


ar o’er the Hills, by J. Frank Frysinger. 
Mr. Frysinger was born aaa eet 
_ Hanover, Pennsylvania, 
. 1878, and is at present 
ving in York, Pennsyl- 
nia. His teachers  in- 
uded Engel, Kelley, Bur- 
eister, Kinder and Wol- 
enholme. Mr. Frysinger 
is held notable organ posi- 
ons and was for a time 
ie head of the organ de- 
urtment at Nebraska Uni- 
srsity School of Music, 
is compositions—and espe- 
lly his organ and piano 
mpositions—have brought 
m well-merited renown, 
After the introductory measures on the chimes, 
e first theme enters in the left hand, the right 
nd playing a counterpoint to this. Later the 
eme is played with the Vox Humana (“Human 
pice”) ‘stop, with a rejoinder by the chimes in 
measure. 
The second theme is in C minor. 
et us also, in passing, mention the excellent 
le which the composer has selected for his 
mposi Finding titles for pieces often 


sgoemermseness 


J. F. Frysincer 


tion, Z 
one ‘more trouble than the layman realizes. 


_ Fashioned Mother of Mine, by 
; Kountz. 
since his popular Sleepy Hollow Tune has 


tz written such an appealing, singable 
the present one. tenderness of the 


obvious. What a chance for expression- 


! . 

all of this composer’s work, this 

has a pleasing and apdenisble “swing.” 

'e should imagine this number would be ex- 

mtly suited to radio work— a field of activity 
lich many of us are engaged from time 

* 


z is also represented in this month’s 


composition, Minwet Militaire. 


: Paster Discs 
(Continued from Page 446) 


soul seemed to expand as though I were 
looking from a high point upon a large, 
new world.” Again the opening of the 
third act, the familiar “Ride” given in 
this set with the voices, is magnificent; 
and Schorr with his superb artistry makes 
the last two-discs of Wotan’s Farewell 
and the Fire Music an unforgettable scene. 
Really to enjoy this -set as an opera at 
home, one should follow either a score or 
a libretto. It will assist in creating a 
perfect imaginative painting of both the 
scene and the dramatic action. 


Recommended to be Heard 


HE FOLLOWING are a series of 
discs which THe Erupe wishes to rec- 
ommend that its readers hear. First, there 
is Cavalleria Rustitana by Mascagni, the 
Prelude, Siciliana and Opening Chorus, 
Mascagni and State Opera House Or- 
chestra with soloist (Odeon, Nos. 5140- 
5141). A composer conducts with exu- 
berant vitality the Prelude to his famous 
Sicilian tragedy. Next comes William 
Tell by Rossini, produced by, Mascagni and 
State Opera Orchestra (Odeon Nos. 5138- 
5139). This is a revitalization of an old 
favorite. A third recording is Don Juan 
by R. Strauss, played by Walter and the 
Royal Philharmonic Orchestra (Columbia, 
Nos. 67386-67387), La Valse, Ravel 
played by the Paris Conservatory Orches- 
tra (Columbia, Nos. 67384-67385), Rosa- 
munde Overture, Schubert, played by 
Harty and Hallé Orchestra (Columbia, 
No. 67388), Tambourin Chinois and Sla- 
vonic Dance No 1, by Joseph Szigeti (Co- 
lumbia, No. 7144 M), Gumsuckers March 
and The Power to Love, played by Grain- 
ger and assisting artists, an exceptionally 
beautiful disc (Columbia, No. 7147 M), 
are other admirable recordings. 
“Meistersinger,” Was duftet doch der 
Flieder, Friederich Schorr (Victor, No. 
6788), “Rheingold,” Abendlich strahlt die 
sonne auge, and scene, Schorr and soloists 
(Victor, No. 6789), “Madame Butterfly,” 
Un bel di, and “Boheme,” Mi chiamano 
Mimi, Lucrezia Bori (Victor, No. 6790)— 
these will well repay serious inspection. 


Stupy Nores 


(Continued from Page 467) 


You Stupid, It’s June! 

O’ Hara. 

This novel song should be sung with all the 
lilt of vernal nature in your tones. Let the 
“la’s” be as light as possible and _ descriptive 
of the joy and zest which the season brings you. 

How many of you will remember the “‘d’”’ on 
“stupid,” we wonder. And how many will make 
the first letter of ‘“‘hill’’ strong enough so that 
the complete word will reach your audience? 

As for Geoffrey O’Hara, he needs no introduc- 
tion from us. He is a national institution, like 
Will Rogers, Mme. Schumann-Heink, and Babe 
Ruth. is songs are warmly received every- 
where and for-a-good reason. 


A Little Prayer, by M. L. Preston. 

All of us are familiar with Mrs, Preston as 
the composer of a large number of delightful 
piano pieces, but here she is in a new role and 
a role in which—if this song is an indication— 
she will be equally successful. In A Little Prayer 
there is no striving after effects; all is straight- 
forward and simple, and the singer should not 
disturb this simplicity. 

The middle section in D minor should be 
taken at a slightly faster tempo than the rest 
of the song. 

In the matter of diction (enunciation), tr 
to sound all three classes of consonants (initial, 
intermediate and finally) distinctly. 


by Geoffrey 


Estrellita, by Ponce. Arranged by Hart- 


main. 

Estrellita is a feminine proper name in Spain. 
It is the diminutive of the name Estrella, as 
we can tell by the ending “ita.” 

Play this characteristic sketch languorously, 
with exaggerated expression and swaying rhythm. 

There is ample opportunity for good, double- 
stopping in this piece. The noted composer and 
arranger, Arthur Hartmann, 
otherwise edited Estrellita. 

Observe the effectiveness of the third note in 
the violin part (E). This is what is known as 
an accented passing note and-seems to us very 
pleasing indeed. 
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SUMMER 
MASTER 
SCHOOL 


June 25 to August 4 (Six Weeks) 


(Alphabetically Arranged) 


MAURICE ARONSON 


EMINENT PIANO PEDAGOG 


VIOLA COLE AUDET 


NOTABLE PIANIST AND TEACHER 


PROF. LEOPOLD AUER 


MASTER VIOLIN INSTRUCTOR OF THE WORLD 


MOISSAYE BOGUSLAWSKI 


NOTED RUSSIAN PIANIST 


EDWARD COLLINS 


RENOWNED AMERICAN PIANIST 


PERCY GRAINGER 


WORLD RENOWNED PIANIST 


RICHARD HAGEMAN 


NOTED COACH AND ACCOMPANIST 


VICTOR KUZDO 


EMINENT VIOLIN PEDAGOG AND ASSISTANT TO PROF. AUER 


W. OTTO MIESSNER 


NOTABLE AUTHORITY ON PUBLIC SCHOOL MUSIC 


ALEXANDER RAAB 


EMINENT HUNGARIAN PIANIST 


LEON SAMETINI 


RENOWNED VIOLINIST 


HERBERT WITHERSPOON 


DISTINGUISHED SINGER AND TEACHER 
and Faculty of more than 200 Artist Teachers 


FREE FELLOWSHIPS 


Prof. Auer, Mr. Grainger, Mr. Raab, Mr. Boguslawski, Mr. Witherspoon, Mr. Collins, Mr. Hageman, Mme. 
Hinkle, Mr. Sametini, Mr. Kuzdo and Mr. Demorest have each consented to award Free Fellowships of Two Private 
Lessons Weekly Each to the students who, after an open competitive examination, are found to possess the 

greatest gift for playing or singing. Free Fellowship application blank on request. 


TEACHERS’ CERTIFICATES and DEGREES 


Teachers’ Certificates and the Degrees of Bachelor of Music, Master of Music, Bachelor of Music Education, Bachelor 
of Oratory and Master of Oratory are conferred by authority of the State of Illinois, at the end of each summer session 
upon professionals, who have the required knowledge and meet residence requirements and 
pass satisfactory examinations. Full Details in Summer Catalog. 


STUDENT DORMITORIES 


Artistic and comfortable dormitory accommodations for men and women in college building. Piano furnished with each 
room. Prices reasonable. Make reservations early. 


COMPLETE SUMMER OR WINTER CATALOG ON REQUEST FALL SESSION OPENS SEPT. 10 
STUDENTS MAY BEGIN STUDY NOW AND CONTINUE THROUGH SUMMER 


CHICAGO 
MUSICAL 
COLLEGE 


(Chicase Musical Chicago, Ill. 


College Buiiding 
HERBERT WITHERSPOON, President 
LEON SAMETINI, Vice-President 
RUDOLPH GANZ, Vice-President 
CARL D. KINSEY, Manager 


60 EAST VAN BUREN ST. 


A Consetvatory Pledged to the Highest 
Artistic Standards. Established 1867 


Please mention THE ETUDE when addressing our advertisers 
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THIRTY-THIRD ANNUAL 


Summer OSession 


June 18 - August 11, 1928 


Features: 


Private 


Instruction 


In all musical and dramatic 
subjects. Faculty of 150, in- 
cluding many artists of na- 
tional and international 
renown. Low tuition rates. 


Special Classes 


Piano Master Class, conduct- 
ed by Andre Skalski. Violin 
Master and Normal Class, 
conducted by P. Marinus 
Paulsen. Other classes in 
Piano Normal; Piano Teach- 
ing Repertoire; Harmony, 
Theory and Composition; 
Orchestra Conducting; Stage 
Deportment; Choral Con- 
ducting and Church Music; 
Sight Singing and Ear-Train- 
ing; Ensemble Playing; and 
Operatic Ensemble. 


Public School 
Music 


A six-weeks course, leading 
to a Special Public School 
Music Teacher’s Certificate, 
and providing thorough 
training in Methods, Sight- 
Singing, Ear-Training, Musi- 
cal Literature, Conducting, 
Folk Dancing, History of 
Music, Form, Analysis, Ap- 
preciation, and Harmony. 


Band Conducting 


A five-weeks course, com- 


prising eighty hours of in- 
struction in all phases of band 
conducting, given by Victor 
Jean Grabel, famous com- 
poser and band conductor. 


Recitals and 
Lectures 


Seven recitals by members of 
the Artist Faculty. Six lec- 
tures on practical and inspi- 
rational topics. All free to 
Summer Session students. 


Certificates— 
Degrees 


Summer Session courses lead 
to Teachers’ Normal Certifi- 
cates in Piano, Voice, Violin, 
Organ; also to Special Public 
School Music Teacher’s Cer- 
tificate; and are credited to 
ward the Bachelor of Music 
Degree. 


Living Accommo- 


dations 


Available at moderate rates 
in Sherwood Dormitory or 


in private homes inspected | 


and listed by School. 


Theater Organ 


An intensive eight-weeks 
course, given privately by 
Mildred Fitzpatrick, known 
as one of the most successful 
and highly paid theater or- 
ganists in the country. The 


training includes actual prac- 
tice in film accompaniment. 
Four-manual movie organs, 
with a tremendous range 
of stops, are provided for 
practice purposes. 


Eight Vacation 
Excursions 


1.A boat ride on Lake 
Michigan. 

2. A visit to the Field Mu- 
seum of Natural History. 
(Lecture by curator.) 


3. Anautomo- 
bale iridic 
through Chi- 
cago's parks. 

4. A visit to 
the Art Insti- 
} tute. (Lecture 
| by curator.) 

5. A visit to 
the Chicago 


Lifvevat ef): 
6. A visit to 
the Tribune 
Tower. 


7. A visit to 
Newberry Li- 
brary to study 
ancient musi- 
cal manu-}j 
scripts. 


8. A journey in chartered car 
to Ravinia Park to attend 
Operatic performance. Met- 
ropolitan and Chicago Grand 
Opera stars. 


Teaching 
Positions 


The Sherwood Music School 
now has thirty-four Chicago 
Neighborhood Branches, in 
which are taught four thou- 
sand junior piano and violin 
students. The School is able 
to provide teaching positions 
in these Branches for ad- 
vanced students and teachers 
of piano and violin, who con- 
template extensive courses of 
study, but whose funds are 
not entirely sufficient for 
their plans. Applicants for 
these positions are given spe- 
cial courses of preliminary 
training, these varying in 
accordance with previous 
training and experience, if 
any. The Summer Session 
courses are designed particu- 
larly to meet the needs of 
those who desire to qualify 
for Neighborhood Branch 
teaching positions. The nu- 
merous additional teachers 
required for the 1928-29 
teaching season will be en- 
gaged from those attending 


the 1928 Summer Session. ’ 


Ask for details and applica- 
tion blank. (No obligation.) 


A Seventy-Day 
European Tour 


Personally conducted by 
Mr. and Mrs. Leo Podol- 
“sky, of the Faculty of the 
Sherwood Music School. 
Six weeks residence in Paris, 
with provision for music 
study in the Paris Branch 
of the Sherwood Music 
School. Itinerary includes 
Paris, Cologne, Berlin, Am- 
sterdam, Hague, Brussels, 
Bruges, Ghent, Ostend, and 
London. Moderate cost. 
Ask for illustrated Euro- 
pean Tour booklet. 


whens REQUEST for a catalog 


will receive prompt attention ! 


Sherwood (Dusie School 


GROUNDED 


Dei e Biy, WM. oH; 


SHERWOOD ) 


FINE ARTS BUILDING 


When you write to our advertisers always mention THE ETUDE, 


410 S. MICHIGAN AVE., CHICAGO, ILL. 


HLS 


BSA 


(QOLUMBIA sia 
Seu0moF MEU STC 


SUMMER SCHOOL — June 25 - July 28 
One of America’s Finest Institutions 
Devoted to Education in Music 
Fully accredited courses leading to 
CERTIjFICATES, DIPLOMAS 
and DEGREES 
By Authority of the State of Illinois 
Training in the following departments: 
Piano. Voice, Violin, Theory, Violoncello, 
Normal ‘Training, Publle School Music; 
Chorus Singing, Correlated Arts, History of 
Music, Ensemble, Orchestra, Professional 
Accompanying, Conducting, Harp, Brass and 


Wood Wind Instruments. Dramatic Express- 
ion, English and Psychology. ° 


Send for complete catalog 
COLUMBIA SCHOOL OF MUSIC 


Box E. 509 S. Wabash Ave., Chicago 
Harrison 5930 
Member National Association of Schools of Music 


COSMOPOLITAN 
SCHOOL Mi U Si Cc & DRAMATIC 


SHIRLEY GANDELL—President 
Summer School, June 25 — July 28 


Eminent faculty of 60 Artists. Normal training for 
Teachers. Students’ Orchestra, Concerts, Lectures, 
Diplomas, Degrees and Teachers’ Certificates. 

Departments—Piano, Voice, Violin, Musical 
Theory. Composition, Violoncello, Orches- 


tral Instruments, Public School Music, 
Dramatic Art, etc. 


Many Free Advantages and Scholarships 
Piano and Violin Prizes 
For particulars address—Edwin L. Stephen, Mer. 


COSMOPOLITAN SCHOOL OF MUSIC 
Box E, 16th Floor Kimball Hall Bldg., Chicago 


Che Starrett Srhonl 
CONSERVATORY of MUSIC 


Franklin Stead, Director 
RENOWNED FACULTY—ConceErts, RECITALS. 
DiptomaAs AND DEGREES CONFERRED— 
‘TEACHERS’ CERTIFICATES 


44th Year 


Special Classes in Technique and Interpretation 
for Teachers and Advanced Students. Courses in 
Piano, Voice, Violin, Organ, Theory, Harmony, 
Composition, Cello, Opera Study—Dept. of Speech 
and Dramatic Art and Public School Music. Special 
Dept. for Children. All athletics. Horseback riding. 
Fireproof buildings with ample grounds. Two beauti- 
ful dormitories on campus. For catalogue address 
the Director, 

The Starrett School Conservatory of Music 
Box E, 4515 Drexel Blvd., Caicaco. 


Northwestern University 

School of Music 
@ @ A University Professional School of 
highest Standard. Ideal location im- 


mediately north of Chicago. Degree 
SCHOOL of courses. All branches of Music taught. 
Public School Music and Church and 


M US IC Choral Music Departments acknowl- 


edged lenders, Liberal Arts subjects 
without extra expense. 
NORTHWESTERN U's bulletins. P.C, Lutkin, Room 102 


UNIVERSITY 1822 Sherman Ave., Evanston, III. 
Year 1927-1928 


COs SOV SO” 


Courses in singing, piano, organ, violin and theory. 


Courses for training supervisors and teachers of public school music. 

Graduation leads to a life certificate valid in most states of the union. 

Total living expenses need not exceed twelve dollars per week. Tuition and fees exceptionally low. 
Write for Catalog 


Michigan State Normal-College Conservatory of Music, Dept. 9, Ypsilanti, Mich. 


‘DETROIT 
CONSERVATORY 
OF MUSIC 


Finest Conservatory in the West 


SUMMER 
MASTER 
SCHOOL— 


O FFERS 


recitals throughout 
aa 
June 25 to ea 
August 4— 


Six Weeks 


It identifies you as one in touch with the higher ideals of art and life. 


Michigan State Normal College Conservatory of Music | 


EizABETH JoHNSON, President 


courses 
CELLO, ORGAN, THEORY, ORAL INTERPRE- ‘a 
TATION, THEATRE ORGAN PLAYING, ETC. Prac- ; 
tice organ available. 
educational principles. 


Teachers’ certificates, diplomas and degrees con- 
Many free advantages. 
ing, located in the center of most cultural environment. 
Students may enter at any time. 


For particulars of summer session and ' 
detailed information address y 


JAMES H. BELL, Sec., Box 7, 5035 Woodward Ave., DETROIT, MICH. fi 


\ 


cA Course in the 
| 
: 


Class Method: 
of 
Teaching | 


Piano 


will be an important feature of the | 
1928 Summer Session of the |} 
Sherwood Music School. This } 
course is offered fot all who wish to | 
prepare to teach piano [privately or 
in public schools] to beginning 
pupils, by the class method which 
“has been a notable development of 
recent years. An unusual advantage 
of the course is that it does not 
confine itself to one system, but) | 
includes the best features of all. J 


Write for Summer Session Catalog 


Shenwond Cusic School | 


[Founded 1895 by Wm. H. Sherwood] 


FINE ARTS BUILDING 
410 South Michigan Avenue 


CHICAGO, ILLINOTS@ 


CarlJ.Waterman | 


Dean, Lawrence Conservatory 
of Music a 
Appleton, Wisconsin H 
TEACHER of SINGING 
IN ALL ITS BRANCHES 
D— 


SUMMER SESSION 


AT Cuicaco Musicat CoLiece 


. 


54th Year 


in PIANO, «VOIGE.-~ VIOLIN, 


Work based on best modern and 
Numerous lectures, concerts and ia 
the year. Dormitory Accommoda- 

We own our own build- 4 


‘ if 


You All These: 


Snap-on Pads—the 
test improvement for beauty 
e y toreplace—no more ¢ 
nating. Found only on the 
er. Patented Automatic Oc- 
| Key—always positive. Perfect 
eg acy—every tone always full, clear, true. 
| RE eens 
without obligation to keep it. 
EE Saxophone Book 2293.2! models 
sssionals, also first lesson chart. Sent free, Write 
in margin and mail. 
ESCHER BAND INSTRUMENT CO. 
Buescher Block [468] Elkhart, Indiana 


SPECIAL NOTICES 
AND 


N 
ANNOUNCEMENTS 


PERSONAL FOR SALE 
or WANTED 


VANTED—Seyeral well-educated women 
egistrars for the leading Conservatory of 
sic in a thriving Ohio city. This is a very 
1 grade proposition and very profitaple to 
‘itious women who desire to devote their 
» to pleasing work. Send application. 
ress Collingwood Conservatory of Music, 
0 Collingwood Ave., Toledo, Ohio. 


STABLISHED PRIVATE VIOLIN 
ACHER desires position in public school 
em. Capable, conscientious and co-opera- 
. Wery thorough in foundation work. Ex- 
enced in training ensemble groups. Some 
ity at the piano. Other qualifications. 
ress “S,” care of Btude. 


‘OR SALE—Progressive Series Piano Les- 
;, price $20.00, comprising complete studies, 
ons, 100 musical compositions. Teacher, 
Romaine Ave., Jersey City, N. J. 


OR SALE—Four used Virgil Claviers, 
00 each. Apply D. B. Watkins, Ohio 
sleyan University, Delaware, Ohio. 


VANTED—Anmbitious young man desires 
ition as organist or pianist. Address, Jr., 
» of Hrupp. 


| ANNOUNCEMENTS | 


RRESPONDENCE SINGING COURSE, 
Small Monthly Payments. 
Wooler, Cleveland Ave., Buffalo, N. Y. 


IUSIC COMPOSED to your words—Melo- 
- Harmonized—Manuscripts corrected and 
yared for publication. R. M. Stults, com- 
ar “Sweetest Story Ever Told” and 600 
ar works, Ridley Park, Pa. 


-APERS on musical subjects prepared 


club use. Programs arranged. George A. 
wn, Lansdowne, Pa. 
[USIC ARRANGED—Vocal, orchestra, 


d. J. Loftus, 544 Burrard St., Vancouver, 
C., Canada. 


‘STANDARD EDUCATIONAL WORKS 


KNOWN THE WORLD OVER 


BEGINNER’S BOOK by THEO. PRESSER 
School for the Pianoforte—Volume One 
: Price, $1.00 
The greatest of first piano instructors. 
STANDARD GRADED COURSE OF STUDIES 
For the Pianoforte By W. S.B. MATHEWS 


In Ten Grades, Ten Volumes 
Price, $1.00 each 
The original and most successful graded course. 
HARMONY BOOK FOR BEGINNERS 


PRESTON WARE OREM Price, $1.25 
Music Student should have this work. 
‘STANDARD HISTORY OF MUSIC 


Teacuers Rounp Taste 
(Continued from Page 449) 


has printed such themes on large cards and 
taught her young scions to pick out the 
ones which she plays. 

If you can get one or two other small 
tots to come in for class work the chil- 
dren will stimulate each other. Ideas for 
such class work are suggested in the 
“Musical Kindergarten Method,’ written 
by Daniel Batchellor and Charles W. Lan- 
don. As the children develop, they may 
take up such a book as William’s “Tunes 
for Tiny Tots.” 


(Concentration in Practice 


IT am 
taken 
years. 


a girl of fifteen and have 
music lessons for over six 
My teachers have all told me 
that I have talent. I love good 
music. Until last year I had 
always practiced regularly and found 
it easy to concentrate thoroughly 
on my playing. But then I began 
to neglect my practice shamefully, 
because I took up so many school 
activities that I couldn't possibly 
practice my accustomed two and a 
half hours. My present playing 
shows very plainly my lack of prace- 
ice. 

But what I find hardest to do is to 
eoncentrate. No matter how hard I 
try, my mind will gradually slip into 
other thoughts. I get so disgusted, 
but I'm not going to give up. Can 
you advise me how to gain concen- 
tration, so that I may continue my 
former progress? I’m willing to 
work, and, since I have have given 
up every activity except that of play- 
ing for our high school orchestra, I 
have plenty of time to devote to 


practicing which I have never dis- 
liked. Ilow long will it take me to 
make up my neglected work? 

M. M. F. 


One way to keep your mind alert is to 
vary your routine. Begin with twenty or 
thirty minutes of technical work and play 
your exercises in certain different keys 
each day. One day, for instance, you 
might practice the scales of C, D-flat, D 
and E-flat, the next day, E, F, G-flat and 
G, and the third day the other four. 

Other work will consist of a study, a 
new piece, and review pieces. Lettering 
these items, A, B and C, practice them in 
a different order each day—the first day 
A, B, C, the next day B, C, A, and so on. 

You should always have some new and 
attractive material on hand which will 
serve to stimulate your interest, if it be- 
gins to lag. Systematic memorizing, too, 
keeps the mind fully occupied. 

Finally, I advise you to have some defi- 
nite object in view. Make up a short pro- 
gram of pieces which you are studying, and 
invite some friends to hear them—or even 
give a public recital when you have ac- 
quired the ability to play them with con- 
fidence. 

With well-directed practice, such as I 
have suggested, you ought to make up for 
lost time, very rapidly. I am glad that you 
really like your music, for, after all, a real 
love for what you are doing is a long stride 
towards success. 


BAND AND OrcHESTRA DEPARTMENT 
(Continued from Page 447) 


to us to-day is its connection with the 
name of its inventor. The old. Italian 
master-makers left nothing to be done. 
Such then are all the instruments bear- 
ing the general prefix of “Viola.” All 
varieties of this family (with the exception 
of the modern instrument bearing that 
name), in spite of their many excellencies, 


are now practically obsolete, having been 
superseded earlier or later by the instru- 
ments of the violin family. The superior 
construction, tuning and tone of these lat- 
ter have slowly but surely rendered them 
masters of the stringed instrument field 
and enabled them to eject the very forms 
to which they owed their origin. 


New Musicat Works, REVIEWED 


The Art of Violin Bowing. In this admir- 
able treatise on bow-control Mr, J. Gerald 
Mraz carefully distinguishes between wrist, 
elbow and shoulder motion and between the 
direct and indirect action of these muscles. 
The scientific consideration given the problem 
makes this book useful for students who 
would have thorough knowledge, for instance, 
of martelé bowing, flying staccato and spiccato 
attack, and whe desire no ‘short-cuts” but 
those gained by serious and intensive study. 

Bound in paper; Bighty-eight pages; Mu- 
sical Examples; Harlow Publishing Co.; 
Price: $3.50. 


An Approach to Harmony. By taking one 
triad at a time and following it from the 
initial step of chord-building to the final step 
of free composition, the authors (McConathy, 
Embs, Howes and Fouser) avoid the confusion 
usually met with in harmony study. Diffieul- 
ties are dealt with in the order in which they 
naturally occur. Examples are numerous, 
familiar melodies being used whenever pos- 
sible. Written lessons are assigned whenever 
2 new point is under discussion. A book for 
self-help students as well as for teachers who 
are somewhat uncertain as to how to begin 
the study of harmony, it comprises one hun- 
dred and twenty lessons. 

Cloth bound; 192 pages; Burdett 
and Company; Price: $1.76. 


Silver, 


Modern Russian Composers. Tle simplicity 
and directness of the Russian mind which uses 
bare life as a canvas for even the most gigan- 
tie achievements make this book of Leonid 
Sabaneyeff, with its wealth of incident, as 
good reading for the individual who “likes a 
good tune when he hears it” as for the profes- 
sional musician whose life is inextricably in- 
terwoven with the art of sound, 

Food for thought is found in the few- 
word phrases, ‘“Museumlike’ for Tanieciev, 
“orgiastie’ for Skriabin, “cerebral elegance” 
for Rimsky-Korsakov; ‘‘musical Edison’’ for 
Stravinsky and “youthful conqueror’ for 
Prokofiev. In the paragraphs containing the 
“tests of Time” this fierce-eyed goddess is 
made to speak with particular fervor and 
wisdom. Listen well for her edicts. She is 
not like to speak with such conviction again 
for many years. 

Cloth bound. 253 Pises: International 
Publishers: Price: $2.75. 


Any of the foregoing books will be sent, 
postpaid, on receipt of the price, by the 
Theodore Presser Company. 


Occupations for Women. Edited by O. Lat- 
ham Hatcher. Published by the Southern 
Woman's Educational Alliance; with five hun- 
dred and twenty-seven pages and cloth bind- 
ing. Price: $3.50. 

Seeking to discover the importance of wom- 
an’s share in the various occupations (in- 
cluded under arts,. business, education and 
work in connection with libraries, social sery- 
ice, religion and science), we find that in the 
profession of music women have come nearly 
equalling men’s endeavor than in any other 
field. 

The chapter on music, to which Mr. James 
Francis Cooke largely contributed, deals with 
the training required for this profession, prior 
edueational needs, the phases of musical work 
most fitting to various types, and incomes to 
be derived. Practicality is stressed through- 
out. Musie is presented not as a refuge for 
dawdlers but as an enterprise for daring par- 
ticipants in the struggle for a fuller existence. 


Opera Plots. By Waldemar Rierck. Paper 
bound; one hundred and two pages. Published 
by the New York Public Library, at 75 cents. 

This is not a book of the “stories’’ of the 
operas. What it does do is to list two thou- 
sand seven hundred and seventy-five works in 
operatic form—ineluding the best known 
operas, operettas and ballets produced since 
the sixteenth century. 

With each work is given a bibliography, by 
means of which the inquirer may trace its 
history. through many published volumes. The 
book will be of great value to club workers 
anxious to know just where information may 
be found. relative to works appointed for 
study. 


My Musical Rating 


3y Maurice S. MoLtLoy and MaArip A. SNYDER 


THis book ineludes forty questionnaires 
which have been answered by nearly a hun- 
dred eminent American musicians. In the 
popular “Ask Me Another” style, it covers 
a wide field of Musical Theory, Musical His- 
tory and Musical Appreciation. An excellent 
medium for the passing of a pleasant hour 
with musical friends, and also for the musical 
club. 

Cloth bound. 

Pages: 40. 

Publishers: National Digest Co. 

Price: $1.50. 
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FEW drops of NONSPI (an antiseptic 
liquid) used on an average of twice a 
week—will keep your armpits dry and 

odorless—and also save your clothing from de- 
structive perspiration stains. 


NONSPI, used and endorsed by physicians and 
nurses, does not actually stop perspiration—it de- 
stroys the odor and diverts the underarm perspira- 
tion to other parts of the body where there is better 
evaporation. 


More than a million other men and women also 
use and endorse NONSPI. It keeps their arm- 
pits dry and odorless and protects their cloth- 
ing. They use NONSPI the year around— 
spring, summer, fall and winter. 


Why be embarrassed? Why permit costly cloth- 
ing to be destroyed by underarm perspiration? 
You can rid yourself of this condition and its 
disagreeable odor by using NONSPI—an old, 
tried and proven preparation. 


Try NONSPI! Purchase a bottle from your 
Toilet Goods Dealer or Druggist for 50c 
(several months’ supply) or if you prefer 


Accept our 10c Trial Offer 
(several. weeks’ supply) 


The Nonspi Company For the enclosed 10¢ (coin 
2634 Walnut Street or stamps) send me a trial 
Kansas City, Mo. size bottle of NONSPI 


For 2 Orchestrations 


Czardas-Last Love J. Gungl 
Blue Egypt... su. George L. Cobb | 


Exceptionally attractive numbers, | 
arr. by Hildreth. Parts for all recog- 
nized orchestral insts. inc, saxophones | 
and tenor banjo; fully cued—effective 
for large or small combinations, or l 
solos, trios, etc., with piano acc. 

YOU WILL ALSO RECEIVE: 
Development of Piano Music............ Judson Eldridge l 
Purple Pellets for the Pallid Imagination........4. C. Mors¢ 
Improvisation in Ab Minor Fee ...del Castillo | 
A Cornet Playing Pilgrim’s Progress... Herbert L. Clarke 


¢ Jazz Lion vs. the Classic Lamb.................Paul Specht l 
What I Like in New Music... fi "del Castillo | 


The Violinist...  — Sabin The Trumpet Player... Bach 
The Saxophonist von Ernst’ The Tenor Banjoist...Weidt 
The Clarinetist .............Toll The Drummer............ Stone | 


Yes—all the above for 20c postpaid. This is our | 
method of introducing to new friends Jacobs’ Orchestra 
Monthly, America’s unique democratic music magazine. | 
Invaluable to supervisors, students, professional musi- 
cians. Send 20c (stamps or coin) with this ad to | 


Walter Jacobs, Inc., 120 Boylston St., Boston, Mass. | 


If you prefer 2 band numbers instead of above music J 
baeer here [_); if 5 piano numbers, check here [). 


aS 


Vou 


Learn Quickly with) 
a Conn i 


ONN instruments are world-famous 

for easy playing. Improved, simpli- 
fied mechanism. Perfect scale. Beauti- 
ful tone. New easy instruction meth- 
ods; fun from the start. Play a tune 
in an hour on the Conn saxophone! 
FREE TRIAL; EASY Payments 
on any Conn. Organize a band or or- 
chestra in your community! Conn ar-; 


INSTRUMENTS 
SOR) UASENT MANUIACTURIN 


C. G. Conn, Ltd., 613 Conn Bidg., 
Elkhart, Ind. Please send details of 
trial offer on.. -.- (Instrument) 


{ State, County.............. . 
{Check here if interested in organiz’ 


ing a and 
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RUDOLPH 


GANZ 


|| FAMOUS PIANIST, TEACHER, 
COMPOSER AND CONDUCTOR 


AT THE 


CHICAGO 
MUSICAL 
| COLLEGE 


FALL TERM OPENS SEPTEMBER 10 


FREE FELLOWSHIPS 


Mr. Ganz has consented to award the following Free Fellow- 
ships for the season beginning September 10, 1928, to students 
who, after an open competitive examination, are found to possess 
the greatest gift for playing. Contest first week of September. 
Application blank on request. 


One Private lesson weekly of 60 minutes each for entire 
year. 

Two Repertoire — Interpretation — Teachers’ Class 
weekly of two hours each for entire year. 

One Bach Piano Class weekly of one hour each for 
entire year. 

One Chamber Music and Two-Piano Playing Class 
weekly of two hours each for entire year. 

Five partial Fellowships of one private lesson weekly of 
30 minutes each to five students for entire year. 
Five Partial Fellowships of two Repertoire—Interpreta- 
tion—Teachers’ Class Weekly to five students, of 

two hours each, for entire year. 


STUDENT DORMITORIES 


Artistic and sumptuous dormitory accommodations for 
men and women in college building. Piano furnished 
with each room. Prices reasonable. 


Complete Winter or Summer Catalog on Request 


ddress; CARL D. KINSEY, Manager 
60 East Van Buren St. ccicezsuits), ~=CHICAGO, ILL. 


Pledged to th HERBERT WITHERSPOON, President 
a Haghadt “Asttetio Standards . LEON SAMETINI, Vice-President 
Established 1867 RUDOLPH GANZ, Vice-President 


When you write to our advertisers always mention THE ETUDE, It identifies you as one in touch with the higher ideals of art and life. 


| (incinnati (onservatory-f 


THE ETt 


- INCORPORATED ‘ 
Affiliated with the University of Cincinnati } 


Sixty-second Summer. Session 


t 


' PUBLIC SCHOOL MUSIC (accredit 
All Departments Open Courses leading to diplomas and degrees 
Master Classin Piano with MARCIAN THALBERG Instrumental Classes and Orchestra f 
Chorus — Orchestra Special courses in Appreciation by 
Master Class in Voice with JOHN A. HOFFMANN LOUIS MOHLER 


: 


rn 
Cincinnati is unique in its summer attractions of Grand Opera season || 
and Stuart Walker Stock Company (Student rates) ; 


Ideal dormitories on ten acre wooded campus Send for Summer Bulletin to Dept. B 
BERTHA BAUR, President and Director Dept. E., Highland Ave., Burnet Ave. and Oak & 
Burnet C, Turuiiy, General Manager Cincinnati, Ohio 


[ ‘3 
L aw rence 
Conservatory of Music | 


Obe Cileteland Justitute 
of ([)usic 


SUMMER SCHOOL, June 20— August 1. 
Private lessons and individual work in all 
departments. Master Classes in Piano, 
Violin, Voice, Cello under Arthur Losser, 
Andre de Ribaupierre, Marcel Salzinger, 
Victor de Gomez 


DAILY OPERA AND REPERTORY CLASSES 
PUBLIC SCHOOL MUSIC 
Send for catalogue and dormitory rates 
Mrs. Franxtyn B, SANpers, Director 
2827 Euclid Avenue Cleveland, Ohio 


Appleton, Wisconsin 


A Department of Lawrence College p 


‘ 


Piano, Voice, Violin, Cello, Organ, 


Band Instruments, Public School Music, — 


Public School Art, Dramatic Art. 


Orchestral and Choral Training, 


Music Festival, Artist Recitals. 


: : aN : jee : oem Free Catalog on Request 
All branches, advanced study. 40 specialist teach= 
ers. Courses lead to Mus.B. degree. Cultural 
and social life of Oberlin College. High School 
course or equivalent required. Opens Sept. 18th. 
Oberlin Conservatory of Music, Oberlin, Ohio 
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Address: CARL J. WATERMAN, Dean 
Appleton, Wisconsin 
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MILLIKIN CONSERVATORY OF MUSIC — 
DECATUR, ILLINOIS 


Offers thoro training in music. Courses leading to 

Bachelor of Music Degree, Diploma, and Certifi- 

cate in Piano, Voice, Violin, Organ, Public School 

Music Methods and Music Kindergarten Methods. 
Bulletin sent free upon request 


W. ST. CLARE MINTURN, Director. 
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DANA’S MUSICAL INSTITUTE] 


WARREN, OHIO 


The Only University of Music in the World 


All branches taught on the daily lesson plan :: Special Music Supervisors Cours 
Catalogue on application to LYNN B. DANA, Pres. Desk E. 


COLLEGE of MUSIC of CINCINNAT 


ADOLF HAHN, DIRECTOR 


One of the earliest endowed Schools in America 
Highest Approved Standards Maintained 


MUSIC — OPERA — DRAMA 


Affiliated with University of Cincinnati and St. Xavier College Dormitories 
of Improved Music Stud} 


DUNNING SYSTEM ° "rr bese 


The Demand for Dunning Teachers Cannot be Supplied— Why? 
Bah hh had tid ht tht Dt he SEBEL A 


NORMAL CLASSES AS FOLLOWS; 
MRS. CARRE LOUISE DUNNING, Originator, 8 West 40th St., New York City. 
— M Aes Arnold School of Music, 93 Madison St., Tiffin, Ohio, 5 Weeks’ Normal Class begins at 
ool, June 4. , 
Allie Edward Barcus, 1006 College Ave., Ft. Worth, Tex.—4313 Vista Terrace, Chicago, III. 
Elsi heed eee Box 1244, St. Petersburg, Fla Normals: June—St. Petersburg; July—Atlanta, Ga.; August 
sheville, N. C. : 
Catherine Gertrude Bird, 658 Collingwood Avenue, Detroit, Mich., July 2. 
Grace A. Bryant, 201 10th Ave. N., Twin Falls, Idaho. 
Mrs. Jean Warren Carrick, 160 East 68th St., Portland, Oregon—Normal Classes. ‘ 
Dora A. Chase, Carnegie Hall. New York City; Pouch Gallery, 345 Clinton Ave., Brooklyn, N. Y. : 
Adda C. Eddy, 136 W. Sandusky Ave., Bellefontaine, Ohio. June 25th, Cincinnati Cons. of Music; Aug. 6th, Cob 
School of Music, Waterville, Maine; Fall, Columbus, Ohio. 
Beatrice S. Eikel, Kidd-Key College, Sherman, Texas. ‘ 
Ida Gardner, 17 East 6th Street, Tulsa, Okla. Normal Classes,Tulsa, throughout the Season; Paris, France, Summer, 19% 
Gladys Marsalis Glenn, 1217 Bowie St., Bivins Place, Amarillo, Tex., Summer Normals: June 11th, Amarillo. July 17th 
Colorado Springs, Colo., : 
Florence Elizabeth Grasle, Lansing Conservatory of Music, Lansing, Mich. y 
Harriet Bacon MacDonald—13434 Detroit Avenue, Cleveland, Ohio; 6010 Belmont Ave., Dallas, Tex. June 4. — 
Dallas; July 10, Cleveland; August, Little Rock, Ark. , ' 
Mrs. Kato Dell Marden, 61 N. 16th St., Portland, Oregon. 
Mrs. Wesley Porter Mason, 6262 Oram Ave., Dallas, Tex. 
Mrs. Loyd German Phippen, 3435 Asbury Ave., Dallas, Tex.—Colorado Springs, Colo., July 23, 
Ellie Irving Prince, 4106 Forest Hill Ave., Richmond, Va. Jan., June, Nov. of each year, 
Virginia Ryan, 1070 Madison Ave., New York City. 
Stella H. Seymour, 1219 Garden St., San Antonio, Texas., June 27. 
Isabel M. Tone, 626 S. Catalina St., Los Angeles, Calif. 
Mrs. H. R. Watkins, 124 East 11th St., Oklahoma City, Okla. 
INFORMATION AND BOOKLET UPON REQUEST 


= 


JUNE 1928 Page 481 


ITHACA CONSERVATORY 
OF MUSIC 


W. GRANT EGBERT, Musical Director 


Incorporated with collegiate standing and degree conferring privileges under 
the Board of Regents of the University of the State of New York 


Peabody Conservatory 


BALTIMORE, MD. 
OTTO ORTMANN, Director 


ecognized as the leading endowed musical conservatory of the country 


mmer Session ‘4°77, 


_ Staff of eminent European and American Masters including: 


.GINIA C. BLACKHEAD LOUIS ROBERT Senin e TALLARICO 
q LUBOV BREIT KEEFER HOW R. THATCHER 
FRANK GITTELSON MABEL T HOMAS 
’ J.C. VAN HULSTEYN 


SUMMER MASTER SCHOOL of PIANO 
under the direction of LEON SAMPAIX, master 
pianist and pedagogue 


SUMMER MASTER SCHOOL of VIOLIN 
under the direction of STEFAN SOPKIN, noted con 
cert violinist, pupil of Auer, Ysaye, Carl Flesch. 


Tuition $20 to $35, according to study 


Practice Pianos and Organs Available 


lars ih FREDERICK R. HUBER, Manager 
Arrangements for classes now being made 


. | -TEN-WEEK TERM SIX-WEEK TERM 
cm June 4— August 10 July 2 — August 10 
Summer Normal Classes in Asheville SPECIAL COURSE IN COMPOSITION directed by WALLING- 


or Teachers of Pian } FORD RIEGGER, Mus. Doc. Winner Paderewski prize in composition, 1923, 
f f ’ oforte, July 4 to 18 Coolidge Prize, 1925. Personally conducted classes in Harmony, Counterpoint 


and Keyboard Harmony. 


A course of practical value in modern pedagogical 


Thrush wood methods in Asheville’s inspiring mountain atmosprere. En- . : : ‘ ° 
MER Sdelon's dorsed by Cincinnati a ee go ae Rae All departments of the Conservatory of Music will be in session during the 


Cottage Studio Musicians. Write for folder. above terms. All courses completed lead to certificates, diplomas, degrees. 
\ Kate Morton Laxton Studio, Asheville, N.C. Six large and handsome, dormitories. Reservations for either summer or fall 
: should be made NOW. 


FALL TERM BEGINS SEPTEMBER 20, 1928 
Full details and special catalogue sent on request. Address, Registrar 


1 DeWitt Park, Ithaca, New York 


in Asheville 


The Concentrated Experience of Thirty Years 
isisvill Conservatory of Music as Specialist in Voice Production 


_ FREDERIC A. COWLES, DIRECTOR is in the 


| SUPERVISING TEACHERS’ TRAINING CUL* SPECIAL SUMMER COURSE 
TURAL AND PROFESSIONAL COURSES IN for TEACHERS OF SINGING 
SIC - ART - DRAMATIC ART eat 
y DEGREES CONFERRED Artur L. MANcHESTER he 
Dormitories at Asheville, N. C., July 18th t0 August 15th CHARLES ITAMME 
‘ - For Syllabus of the Course, Address 
! FA AND SUMMER TERMS : 16 Virginia fie Meteo Park, Asheville, N. C. 


TEACHER OF SINGING 


Special Summer Courses for Teachers and Students 


| Address 
JOHN L. GRUBER, Presipent 
3 Louisvittz, Ky. 


4 
26 Broox Srrerr 


Mr. and Mrs. Crosby Adams 
TWENTY-FIFTH 
ANNUAL SUMMER CLASS 
FOR TEACHERS OF PIANO 
August Ist to the 16th, 1928 
MONTREAT, NORTH CAROLINA 


2231 Broadway, New York City Send: for Details 


DIPDAOOO DIDO DI VOI DNIOO® 


he Von Unschuld University of Music, Inc. 
he National Capital’s vepte institution in the 
igher Musical Education. 24th year. All branches 

ht by Artists of wide reputation. Courses leading 
Meares, Piano, Teachers Training Course, Concert 
lass under immediate instruction of the eminent 
iennese Pianist, Pedagogue and Author Mme. Marie 


CONSERVATORY OF MUSIC 
OF SHENANDOAH COLLEGE 


In the heart of The Shenandoah Valley, near Washing- 
ton. Full Courses in all branches of Music. Pupils this 
year from fifteen States. Rates most reasonable. Large 


\tlanta Conservatory of Music odo Orchestra and Band, Piano yagi oo he 


rgan. 
HE ROREM SS SCHOOL OF FINE ARTS SHENANDOAH COLLEGE :: DAYTON, VIRGINIA 
N THE SOUTH 


Rivastages bell to Those Found Gay whoa: 
Students may enter at any time. Send for — 
Catalog. GEO. F. LINDNER, Director 


eachtree ad Broad Streets, Rticeaa, Georgia Co ll ect 10 ns E very 


a Organist 
Should Know 


AMERICAN ORGANIST, Price, $2.00 
Compositions by American composers. 
The numbers are chiefly of intermediate 
difficulty and cover practically all styles. 
Cloth Bound. 
THE ORGAN PLAYER, Price, $2.00 
One of the best pipe organ collections 
obtainable. There are very few Church 


yn Unschuld, Mus. D. Dormitory. Catalogue. 
338-1650 Columbia Rd., Washington, D.C. 


Eastman School or Musie 
—OF— 
The University of Rochester 


HOWARD HANSON, Director 


4 


An Endowed School Offering Complete Education in Music 


{femme §f 


Courses Leading to Degree Master of Music 


Courses Leading to Degree Bachelor of Music 


Courses Leading to Eastman School Certificate 


A professional school with 
many advantages located in fine 
cultural center. Modern Resi- 
Regal Halls. Unequalled Fac- 
ulty, 

Two, Three and Four Year 
Courses for Supervisors of Music 
- (vocal and instrumental). Place- 


Organ Accompaniment of Motion Pictures 


organ music racks upon which this book 
has never been placed. Cloth Bound. 


ORGAN MELODIES, Price, $1.50 


Operatic Training for Professional Career 


Complete Preparation for Professional Orchestra 


ment and Continuation Service. A compilation of 47 organ numbers. Performance 
edgar oe ae - Be: Each a gem and of the type an organist 

ee 0 us and an r- F = thi 
LY a Reh carat) we should have convenient as they are in this ut u 


flexible cloth bound collection. 
THE STANDARD ORGANIST, Price, 75¢ 
An organ collection that is something 
else besides low in price. Contains 43 
pieces all of good character and wide 
adaptibility. 


THEODORE PRESSER CO. 
1712-1714 Chestnut Street 
PHILADELPHIA, PA. 


| credited in N. Y., Pa. and other 
| states. Summer "School Session 


begins we 4th and ‘saad 2nd. EARLY REGISTRATION for Fall Term REQUIRED 
Catalog. 


JULY 15 LATEST DATE for receiving credentials 


mace INSTITUTION 


_ PUBLIC “SCHOOL 
; MUSIC 

‘itt Park, Ithaca, as 

When you write to our advertisers always mention THE ETUDE. It identifies you as one in touch with the higher ideals of art and life. 


Dormitories for Women 


For Information, Address; 
ARTHUR SEE, Secretary Eastman School of Music, Rochester, 


N. ¥. 
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make your work a real pleasure and increase your income at the same time? 


nrollments now for Summer Course 


Founded in 1903 and advertisers in the Erupr columns since 1908 


To Erupe readers we have offered sample lessons from our courses—many are using them with success. 


Get these lessons, without obligation, and see for yourself how great a help they would be to you in your teaching. | 


Courses endorsed by the world’s greatest musicians—such as: 
Theodore Leschetizky, Paderewski’s great teacher. 


I. J. Paderewski, eminent virtuoso. 


Walter Damrosch, eminent conductor of the 
New York Symphony Orchestra. 


Emil Sauer, of the Vienna Conservatory. 


Alexander Guilmant, the world-famous 
French Organist. 


’ Moritz Moskowski, famous Parisian composer and teacher. 


Ce - ote 


Spare Time and Spare Money 
Invested in Personal Ad- 
vancement Pay the Greatest 


Dividends. 


Mrs. G. E. Holmstead, of Idaho, writes: 


a am perfectly delighted with your Voice course, and 
I am getting just what I want. I’ve had several years’ 
private instruction in Voice and I consider Mr. Crampton’s 
Course the best I have ever seen. It is difficult to find many 
teachers who give instruction to compare with this course. 


Edward I. Ruppa, of Astoria, Oregon, says: 

I have been asked time and again where I studied Choral 
Conducting and I feel very satisfied that I’ve accomplished 
something worthwhile through Dr. Protheroe’s course, 
which I took with you. 


Mrs. Emma Morrier, of Prince Albert, Sask., sends newspaper 
clipping, and writes: 

This clipping will show that all my pupils who took the 
Harmony and Theory Examinations of the Toronto Con- 
servatory of Music passed with honors and three with first- 
class honors. This is the result of your good teaching. 


Mrs. Rohart Forsyth, of Farmington, Missouri, writes: 

I now hold a position as Supervisor of Public School 
Music and my success in obtaining it was due largely from 
the Diploma which I hold from Mrs, Clark’s course and 
the credits which accompanied it. 


Sister M. Barbara, O. S. B., Canada, after completing Violin, 
Harmony and Normal Piano, writes: 

Please accept my hearty thanks for the special sugges- 
tions and rules sent me from the Department of Special 
Instruction. They proved a great help in my Violin work 
and [ am very much obliged. 


Miss Pearl Redinger, of Missouri, writes: 


TP’ve had orchestra experience and taught for several 
years and I have always wished for just such instruction as 
given in the Sherwood Normal Course. It exceeds my 
highest expectations. 


UNIVERSITY EXTENSION CONSERVATORY 
LANGLEY AVE. AND 41st ST., DEPT. P, CHICAGO, ILL. 


Please mention THE ETUDE when addressing our advertisers 


ore iit Ss Sr 


Institutional Rating 


Twenty-five years’ success in teaching nationally and internationally. 
Pupils and graduates distributed over the entire North American Continel 
Instruction by the best master artists and teachers in America. — 


Graduates, who have stood the “acid test” for preparedness in whate 
manner called upon. eal 


Specialists, teaching courses in music only. 
Passed the experimental stage years ago. 


Pioneers in developing the present home study method now used by me 
leading universities. 


Same quality of instruction as offered by the best resident conservatory. 


The only conservatory that offers regular conservatory courses in| 
branches, by home study method. 


UNIVERSITY EXTENSION CONSERVATORY, Dept. P 
; Langley Avenue and 41st Street, Chicago, ininese: 


Please send me catalog, sample lessons, and full information regarding course I have 
marked with an X below. 


O Piano, Normal Course () Cornet, Amateur 0 Violin 
for Teachers 1) Cornet, Professional O Guitar 
OPiano, Course for OlOrgan (Reed) OlEar Training and Sight 
Students O Voice Singing 
O) Public School Music CO History of Music 0 Mandolin 5 
. 0 Harmony CO Adv, Composition 
Name 1.22) 2 eames tn eit eitcie ce Wco IC ene eee oe ABEL evant tars 0s sc ce 
; Street.jANoag cas Maneater Sarre ema WR Sey ich 3 vite areas + + ele! a SydRht MRR REene Ree oberg igh aan 
| City © © 0 lo felahelse, ia: aPelete elm tadake eMsKe's ie) 0' Ibielis ips ayer eNeWalel ee sate twrerenere ten State... eee 
} ; 
| How long have you taught Piano?..................04. ok aed How many pupils have you” 
TOW? ite . depeche tae ete eisess Do you hold a Teachers’ Certificate?............ Have you 
studiedighapmony my anamen cere rene Would you like to earn the Degree of Bachelor 
‘ ae 
! OLSMUSiIC? Seem 2 erates i 4 


hrases from a Piano’s Diary 
y IU. 


ANNETTE M. LINGELBACH 
: (Continued from last month) 
T has come. They are leaving for the 
mtry, and I am to be sent to the stor- 
-house. 
as there ever a time when a piano 
‘ded a good steadying tone more than I 
sd one now? But there, I mustn’t weep 
- l’'ve a lot of good advice to give you. 
erfection in small matters, willingness 
work, and codperation with your 
cher, will make you a person who can 
lly get some music out of me. Some 
yple say I can’t, and I won’t, and I 
at like to sing; but that isn’t true. I 
e to sing when I’m properly treated, 
{ in that storage-house I shall feel as 
t as a country mouse. 
Now you mustn’t laugh when I say that 
istant and regular practice is the Mid- 
» C to great musicianship. Why, even 
it highly-imaginative and altogether 
nderful girl, Alice-of-Wonderland, ad- 
tted so much when she wrote to me. 
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THE SATISFIED PIANO 


“Music is beautiful hard work, and 
ictice does help. The Hatter can tinkle 
beautiful tune out of a teacup, and the 
ire is a musical marvel with a tall hat 
a teapot, all because they've practiced 
years and years at their tea parties in 
- little garden. 3 
‘But I couldn’t mention it in my book 
‘ause they quarreled so, and that spoiled 
srything! Why, just my first tea-party 
th them made me write this story: 


Quarreling—by Alice, Lately of 
7 Wonderland” 

‘Oh, dear, I’m late for tea again,” mur- 

ired Alice, as she unlatched the gate to 


i 


garden and saw the three eating in 
little green square. Of course she 
have remembered that a late Alice 
dn’t stop the March Hare or the 

or the little Lullaby-Mouse from 
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CONDUCTED BY ELIZABETH A.GEST 


Bessie’ s 
By Harriet 


“Isn’t Miss Stanton just the dearest 
music teacher!” exclaimed Bessie to her 
friend Violet. School was out for the sum- 
mer vacation and they were walking home 
together. 

“Yes, she’s nice,” replied Violet, “but I 
never can please her; she’s so particular.” 

“Oh, well, i guess every good teacher is, 
don’t you think so? But she is nice to me 
even when [I make mistakes, and she always 
explains everything so one can’t help but 
understand. Are you going to study this 
summer, Violet?” 

“What for?” 

“Why, Miss Stanton told me yesterday 
that if I would review all my pieces until 
T could do them without any mistakes there 
would be a nice surprise for me when les- 
sons begin again.” 

“Oh, yes, she told me that too,” Violet 
answered. “It will be just a piece of new 
music, I suppose. Anyway, I don’t intend 
to spend my vacation practicing those 
stupid old things I’ve been at all year—not 
not for any of Miss Stanton’s promises.” 

“Well, I’m going to keep up my prac- 
tice during vacation anyway; for it will 
be just that much easier next fall,” con- 
cluded Bessie. 

The weather that summer was very 
warm, and it was hard work for Bessie to 
spend an hour every day in the close living 
room, when she wanted to be out-of-doors 
playing with her schoolmates; so she set 
her alarm clock an hour earlier than 
usual and before the sun was high her 
work at the piano was over for the day. 
The old pieces were tiresome, but some- 
how they were easier in the cool morning, 
and her fingers soon felt strength and 
sureness creeping into them. The hard 
spots that Miss Stanton had told her to 
mark with a pencil and to give most of her 
attention, soon came to be quite easy. 

When vacation was over, Miss Stanton 
invited her pupils to meet with her one Sat- 
urday afternoon. She asked each one in 
turn to play for her something she had stud- 
ied during the summer. Only a few, Bessie 
among them, were prepared. When each 
one had played or made some excuse, Miss 
Stanton said: “I promised if you would 
be good girls and study by yourselves dur- 
ing vacation that I would have a surprise 
for you. I want all of you who would en- 


Reward 


B. PENNELL 


joy coming here every other Saturday 
afternoon to study and play the music of 
some composer, to be members of the little 
club we shall organize. We shall call it 
‘The Schubert Club,’ and as a reward for 
those who have worked this summer, I shall 
give to each one who has played a little 
medal now. As soon as the others have 
qualified in the same way, they, too, shall 
have the medal to show that they are mem- 
bers of our club.” 


Miss Stanton then passed around the 
medals which were small pins in the shape 
of a letter S, to bé worn on the dress. She 
played for them some beautiful Schubert 
numbers and told them something about 
his life—that he was a very brilliant com- 
poser who died while he was young and 
before the world had found out how great 
he was. : 

On their way home Violet said to Bessie, 
“Oh, well, I don’t see that you gained so 
much by all your hard work for I can 
still be a member of the Club, if I choose.” 

“Yes, I’m glad you can be,” Bessie an- 
swered, “but just the same I’m not sorry 
that I practiced this summer, and I intend 
to do it again. It only means getting up an 
hour earlier. And when I think of how 
much easier it is to study now, I know it 
was worth more than all the medals Miss 
Stanton could give me, nice as they are.” 


Playing Duets 


By Marion BENSON MATTHEWS 


I play duets with Brother Joe, 

Up and down our fingers go, 
Marching smoothly, keeping time, 
Like the metre of a rhyme. 


“Excellent practice!” teacher cries, 
Approbation in her eyes; 

So up and down my fingers go, 
Keeping time with Brother Joe. 
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2??? Asx ANOTHER ??? 


1. Is “Parsifal” an opera or an oratorio? 

2. What are the notes of the subdomi- 
nant triad, second position, in the key of 
b minor? 

3. When was MacDowell born? 

4. Who wrote the “Surprise” 
phony ? 

5. What is meant by con grazia? 

6. What is the first flat in the signature? 

7. Give a minor sixth from f-sharp. 

8. Who was Clara Schumann? 

9. What is the lowest note on a violon- 
cello? 

10. From what is this taken? 


Sym- 


Answers on next page, 


Letter Box 


Dear Junior Etupe: 

Although I am seventeen I am very 
much interested in the Junior Erupe. I 
am learning music and theoretical subjects 
at the Conservatory in Sydney, and my 
brother is learning the violin. We have 
very good recitals by famous artists, in 
Sydney. Would you kindly let me know 
whether or not I am too old to be a corre- 
spondent to the JuNtor ErupE? 

From your friend, 
Frorrie Generic (Age 17), 
Villa Maria, Lagoon St., 
Narrabeen, New South Wales, 
Australia. 

N. B—The age limit for entering the 
Junior Erune contests is fifteen, but there 
is no age limit whatever for writing to the 
Letter Box, and the Junior Erupe is al- 
ways glad to hear from friends far away. 


Wings of color, 

blended brightly, 
In the sun-glazed, 
azure sky, 
the breeze 
g0 lightly, 
Happy flits the butterfly, 


Flapping in 


an 


When you take your 
Bs music lesson 
4nd Butterfly's the 
piece you play, 
Use expression, 
play i¢ lightly. 
In the butterfly's own way. 
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Phrases from 


Pianos Diary 


(Continued from Page 483) 


Even now they were arguing over 
nothing in particular. The Hatter had just 
said, “I wanted some polka-cookies that 1 
could eat quickly,” and the Hare had re- 
sponded, “You don’t need them! Minuet 
cookies are much better for anyone just 
beginning in music.’ They would have 
continued all the afternoon in their forte 
staccato manner if the Lullaby-Mouse had 
not just then spied Alice and set up the 
cry, “Oh, the Alice-Play-Wrong-Girl! 
Oh, dear, dear, dear, dear, dear, dear!” 

And then, of course, the Hatter jumped 
up and screamed, “No room, Alice, no 
room!” and the March Hare disappeared 
into the huge teapot, just as they had done 
every other time she had come to tea. 

So very like the March Hare and the 
Hatter and even the sleepy Lullaby-Mouse ! 
Alice only said, “There’s room for me! 
What were you saying, Mr. Hatter?” and 
sat down in the Richard Strauss chair, 
next to the Mad Hatter. ~ 

To Alice’s disgust, the Hatter began 
anew to scold the March Hare about 
the way he had sung at the last Wonder- 
land-concert; and the March Hare, in 
turn, had said some very sharp things to 
the Hatter about the way he sang through 
his hat. During this argument, the Lulla- 
by-Mouse slept soundly and well, and 
Alice listened respectfully until the Hat- 
ter chanced to look at his watch which 
had stopped because of the noise, and in 
one moment, of course, the Hatter be- 
came as busy as Alice at home, shaking 
and examining his watch. 

As the Hatter. was busy with his watch 
and the March Hare was equally busy 
pouring tea into all the cups on the table, 
Alice had a moment to think. Of course, 
that was the way it was; she had never 
thought of it in just that way before, but 
that was the way it was. She argued and 
quarreled over her music and, conse- 
quently, never got anywhere with it, just 
the way the Hatter and the March Hare 
were always quarreling together but never 
reaching any decision as to who had won. 
She did not follow Miss Gay’s instruc- 
tions as to how to memorize her pieces; 
she only half completed her assignments ; 
she went only half the time to the music- 
club meetings which were really good for 
her; and she did not make up good stories 


Dear Junior Erune: 

I have been taking music for six years 
and am a good player. I intend to be a 
music teacher when I grow up. I am going 
to organize a music club here. 

From your friend, 
Mary B. Tompkins (Age 13), 
Alabama 


Answers to Ask Another 


“Parsifal” is an opera by Wagner. 


Bry; te, ee 

3. MacDowell was born in 1861. 

4. Haydn wrote the “Surprise” Sym- 
phony. 


5. Con grazia means “with grace.” 

6. B flat. 

7. D natural. 

8. Clara Schumann was a famous pianist 
and the wife of Robert Schumann, the great 
composer. 

9..The lowest note on the violoncello is 
C, two octaves below middle C. 

10, Chopin’s Prelude in A major. 


to go with her pieces because. she only 
half-tried. 

At home she quarreled with her mother 
and sister when they wanted to help her 
practice and told them they didn’t know 
anything about music anyway when they 
corrected her mistakes. She would not 
practice her hour every day without a 
great deal of coaxing; she would not 
count out loud slowly; and she did not 
pay the least bit of attention to her finger- 
ing. Only just yesterday she had turned 
up her nose when her sister had sug- 
gested practicing her duets with her in or- 
der to improve her rhythm. 

When her father came home in the 
evening, she would not play for him be- 
cause she did not like any of the pieces 
she had to study ; and she could never play 
for the company because she said she was 
too tired and too nervous. She wouldn’t 
help little Janice with the awful grace 
notes, because she thought Janice was too 
little and stupid to bother with; and she 
simply would not play accompaniments 
for Brother John when he sang. As her 
mother so often said, she kept her music 
strictly to herself and gave no one else 
in the world a bit of pleasure with it. 

“Let’s move,” screamed the Hatter, who 
had just discovered that his watch would 
not and could not tick. “I’ve sat in this 
seat so long that I feel like a poor crush- 
note. I must have more tea.” 

“You don’t feel like a crush-note, and 
you shan’t have more tea,’ contradicted 
the March Hare. “There’ll be no tea for 
our party to-morrow.” 

Suddenly they were all at it again, with 
Alice saying, “No, no, let’s sit still, 
please,” and trying to keep the Hatter 
from breaking the oe blue teapot in 
his anger.’ 

Now that Ries Bae so kindly written 
that finale for me, I feel I can say good- 
bye to you, knowing that her story will 
make you remember about tea parties that 
were spoiled by quarreling, and music les- 
sons that quarreling may also spoil. 
Moreover, I will continue my diary when 
the family come back from the country 
and I come back from the storage house, 
as I still have so much to tell you. 

Tue SaTIsFIED PIANo, 


Little Biographies for Club WWeeti A 


No. 8—ScHumMANN 


Every Junior, of course, plays some of 
the music of Robert Schumann, and he 
probably seems more like a real friend 
than some of the other famous composers. 
He was particularly drawn to young people 
and wrote many of his piano compositions 
for them or about them; and so they all 
enjoy playing his pieces. He was born 
in Germany in 1810 and was the young- 
est of five children. He was very popular 
in school and was quite a leader among 
his companions and organized a_ school 
orchestra. That was quite a novelty in 
those days, as schools did not put music in 
their curriculum then as much as they 
are doing now in some places. 


>) 


1810—SCHUMANN—1856 
RI 


His father died when he was sixteen 
and his mother persuaded him to study 
law which he disliked very much, as he 
wanted to study music. His mother finally 
agreed and he gave up law and gave all 
his time to music. He wanted to become 
a great pianist and invented a little 
mechanical device to help him strengthen 
his fingers. Unfortunately it did just the 
opposite; his hand was permanently in- 
jured and he had to give up all thoughts 
of .becoming a pianist. Schumann found 
out to his sorrow that there are no short 
cuts to gaining piano technic and that 
nothing but sincere and earnest practice 
will develop it. 


Dear JUNIorn ETupE: 

We have no music clubs here in our town 
and I cannot quite understand just what 
they are. I wish some Junior reader would 
write and tell me about them. 

From your friend, 
Mary WacutTer (Age 15), 
Lykens, Pennsylvania. 
N. B. There is no standard plan or type 
Junior Music Clubs. Many teachers 
organize clubs among their pupils, and 
many Juniors organize their own clubs. 
They have their own officers and at the 
meetings study the lives and compositions 
of famous: composers, give musical pro- 
grams, sometimes give current events in 
music or have a glee club, depending on 
the age of the members trying to learn 
about the many things in music which a 


short music lesson cannot cover. Perhaps 
some Junior club members will write and 
tell Mary about their clubs. There is al- 
most no end to the musical activities a club 
can undertake. 


Dear JuNIoR ErupeE: 

My teacher started a music club some 
time ago. We learn a great deal about our 
composers, and we also get great pleasure 
from THe Erupe, We read a letter from 
a girl in India asking for music. My 
teacher gave several pieces and we sent 
them to this girl from our club. Our club 
is called the “Children’s Artist Club.” 

From your friend, 
Mary Maup WerreacH (Age 9), 
California, 


He then turned entirely to compos 
and writing articles about music, and s¢ 
founded a musical magazine which - 
edited for several years. . 

He married Clara Wieck who was 1 
daughter of his piano teacher; and sk 
being a fine pianist herself, continued 
ing his compositions in public after he h 
to give it up. Together they made t 
liant tours in Holland and Russia. 

About this time Mendelssohn founde 
the Leipzig Conservatory of Music a 
Schumann became a member of the facul 

As he grew older. he become shy ar 
quiet, and strangers found him very h 
to get acquainted with, though his frien 
liked him very much. His style of ¢ 
position was very original, melodious < 
full of romanéé and imagination. 7 
many of his small pieces he gave fancif 
names, because he believed that his mu 
could bring pictures to the imaginatie 
His compositions were not so formal a 
precise as Mozart’s, because he paid mo 
attention to imagination and less to t 
design of the music. 

Schumann’s health finally gave away am 
he lived in the state of a nervous break 
down for several years, dying in 1856. 

His writings include many for piar 
orchestra, as well as string quartets, trios 
one quintet, four symphonies, and | 
tween two and three hundred songs. 

Some of his compositions which you ¢ 
play at your meetings are: Wild Hor, 
man, Hunting Song, Cradle Song, Soldie 
March, Jolly Peasant, Knight Rupert, Lit 
Romance, Of Foreign Lands and Peop 
Siciliano, Traumerei. 


Questions on Schumann 
Biography 


1. When was Schumann born? 

2. What profession did he study befe 
giving his life to music? 

3. At what Conservatory of Music d 
he teach? j 

4. How many symphonies did he writ 

5. Name four of his compositions. 

6. When did he die? 


Dear JuNIoR ETUDE: 

I have been taking lessons for five ya 
and hope some day to be an organist in 
theater or church. At home we have 
piano, three mandolins, one violin, o 
banjo, two guitars, two ukuleles, a phon 
graph, a mandolin-zither, and expect sq 
to have a tenor banjo. 

From your friend, 
Watpo B. Barro (Age 15), 
California 


Puzzle @orner Note Book 
Clippings 


HELEN*OLIPHANT BATES 


The following words are to be put 
gether in order to form sentences, and 
word may be omitted. 

Court was studied his later first Ne 
1770 instruction died Beethoven Ch: 
Beethoven at Haydn tenor he from y 
the 1827 singer father on came Marcel 
who Bonn in Beethoven’s with at born 
and a the. 


HE JuNior Erupe will award three 
7 prizes each month for the best and 
original stories or essays and an- 
to puzzles. 

ct for story or essay this month— 
eg Harmony.” Must contain not 
one hundred and fifty words. Any 
or girl under fifteen years of age 
ompete whether a subscriber or not. 
1 contributions must bear name, age 
address of sender written plainly, and 
st be received at the Junior Etrupre 


Folk Dances 


| PrizE WINNER 


‘T seems that in every country there 
» folk dances. 
f we were to go to Spain we'd see 
anish maidens dancing in the village 
eets. Ask them. where they learned 
ir fancy dance and they’d say, “Folks 
ve danced thus since Moorish days.” 
ut if you prefer Arctic exploration, 
‘1 go to Sweden where children as 
ll as grandparents dance their dance, 
-“Klappdans,” through the long winter 
nings. ; 
From here we shall visit Bohemia where 
1k dances are very popular and _ tots 
jee-high dance the “Strasac’ along the 
is of the Danube. 
After Bohemia we shall see Ireland 
1ere young and old are dancing to the 
usic of the harp. Irishmen call their 
nce the “Jig.” 
All immigrants, on coming to America, 
ave brought their dances with them, until 
yw these are enjoyed in every rural dance 
ll in America. Long live folk dances! 
RusseE_t BrainarpD (Age 12), 
Connecticut. 


Folk Dances 


PrIzE WINNER 


I 


As far into antiquity as history reaches 
e find the universal desire of expressing 
‘tion accompanied by music. Sometimes 
lis music was merely rhythmic beats on 
¢ drum, shells, rattle, sticks, or a clap- 
ing of the hands. Frequently the dance 
as accompanied by chants or songs. 
ecords show that in the very earliest 
mes people danced and sang at the same 
me; afterward some danced while others 
ing ; and finally musical instruments were 
sed with the dance. 
Folk dances may be divided into three 
roups: social, warlike and religious. The 
rst were used solely for amusement and 
laxation. The second were used to in- 
ire warriors before battle or to celebrate 
ictory. Religious dances were performed 
; devotionals. Every nation had its own 
sculiar folk dances just as each people 
as its own distinct musical mood. 
Great composers have used and are still 
sing the music of folk dances as themes 
yr compositions. 

Perry Ritter (Age 12), 


Ohio. 
Folk Dances 
PRIZE WINNER 
Fotx dances are beautiful, rhythmic, 


id illustrative of the common life of the 

sople. Hearing them makes your blood 

ngle in your veins. 

! is last summer, as I was walking 
n the hills on the outskirts of town, 

soft, low strains of music attracted 


Junior Erupe Contest 


Office, 1712 Chestnut St., Philadelphia, Pa., 
before the tenth of June. Names of 
prize winners and their contributions will 
be published in the issue for September. 

Put your name and age on upper left 
hand corner of paper, and address on upper 
right hand corner of paper. If your con- 
tribution takes more than one piece of pa- 
per do this on each piece. 

Do not use typewriters. 

Competitors who do not comply with 
ALL of the above conditions will not be 
considered. 


my attention. I wandered on still farther 
and there under some low hanging trees, 
seated in a circle between two hills, was 
a band of gypsies. Beautiful they were 
in their colored dresses and scarfs. 

Then a young man who was playing a 
violin, struck up a “Gypsy Folk Dance.” 
Immediately the rest of them began going 
around in a circle, swaying to and fro 
to the rhythmetical tune. I stood there, 
unable to move and yet so excited that I 
wanted to dance. 

From that time on, I have played, more 
or less, the vivacious folk dances. 

Ciara MuELLer (Age 14), 
Wisconsin. 


Answer to P¥arch Puzzle 


1. Banjo-joke 
Zither-error 
Bugle-Leopard 
(Guitar-armidillo ) 
(Viola-lamb ) 
(Cymbal-alpaca ) 
(Tuba-badger ) 
(Harmonica-cat ) 
(Organ-antelope) 
(Tuba-baboon ) 
4. Trumpet-Ethel 
(Piccolo-Louise) 
(Saxophone- Nellie) 
(Organ-Anne) 
( Piano-Nora) 
(Harmonica-Catherine ) 
(Cymbal-Alice ) 
5. Piano-November 
(Fife-February) 
6. Organ-answer 
(Lyre-reply) 
7. Guitar-armistice 
N. B.—It does not often happen that a 
puzzle can be worked out in so many dif- 
ferent ways. As any one of the above was 
correct, the prizes were selected for neat- 
ness. 


Prize Winners for Parch 


Puzzle 
Shirley Barnwell (Age 13), Kentucky. 
Rosa Lu Hucks (Age 10), S. C. 
Hazel Smith (Age 12), North Carolina. 
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HONORABLE MENTION FOR MARCH 


PUZZLE 


Dorothy Cramer, Vincent Gracious, Char- 


lotte Orr, Werdna Musgrave, Nan Taylor, Paz 
Soriano, Henry Demboski, Grace Hickey, 
Louise Fee, Lillian Fulcher, Joan Brown, 
Margaret Ward, Annabel Coleman, Della 


Gustafson, John W. Johnson, Edith La Grove, 
Sara Loomis, Frances Parker, Hazel Smith, 
Robert Winters, Madeleine Curron, Joan 
Speller, Alberta Lauer, Mary O'Neill, Perry 
Ritter, Honora Nacy, Lowell Newton, Freda 
Jaffe. 


HONORABLE MENTION FOR MARCH 


Essays 

Gaile Deeley, Thelma A. Buller, Fay Law- 
rence, Beth Francisca, Elizabeth Angle, Mil- 
dred Meyer, Herman Roos, Helen Knutson, 
Genevieve Gans, Mabel Haynes, Adrienne 
Child, Helen Domin, Althea Foster, James 
Schriebb, Anne Power, Babe Nell Penn, 
Regina Gracious, Bleanor Makarewich, Theo- 
dora Smith, Werdna Musgrave, Wilson 
McGrath, Thelma Coile, Marie Bens. 
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MUSICAL 
wi COLLEGE 


HERBERT WITHERSPOON, President 
LEON SAMETINI, Vice-President 
RUDOLPH GANZ, Vice-President 


FALL TERM OPENS SEPTEMBER 10 


More than 125 teachers of world-wide reputation. Private 
lessons only or courses leading to Teachers’ Certificates, 
Graduation and Degrees in Piano, Voice, Violin, Cello, 
Church Organ, Movie Organ, Theory, Public School 
Music, Dramatic Art and Expression, Toe, Ballet, Inter- 
pretative and Classical Dancing, School of Opera, all 
Orchestral Instruments, Chautauqua, Lyceum, Concert 


and Languages. 


FREE 
FELLOWSHIPS 


(Two Private Lessons Weekly) to be awarded to students who after 
an open competitive examination, are found to possess the greatest 


gift for playing or singing. 


STUDENT DORMITORIES 


Artistic and comfortable dormitory accommodations for men and women in 


college building. Piano furnished with each room, Prices reasonable. 


Make reservations now. 


COMPLETE WINTER CATALOG ON REQUEST 


Summer Master School 
June 25 to August 4 (Six Weeks) 


SUMMER CATALOG ON REQUEST 


Address CARL D. KINSEY, Manager 


60 E. Van Buren St. 


| A Conservatory Pledged to the Highest Artistic Standards 


Please mention THE ETUDE when addressing our advertisers 
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Choirmaster’s Guide 


FOR THE MONTH OF AUGUST, 1928 


(a) in front of anthems indicates they are of moderate difficulty, while (b) anthems are easier ones. 


MORNING SERVICE 


PRELUDE PRELUDE 
Organ: Chapel Bell .. .Flagler-Mansfield Organ: Intermezzo .......... Sheppard 
Piano? “SQeenaee wen het. ciel c/eiaie'el al Flick Piano: Twilight Reverie ....... Chuter 
Te Degunieteueneeicess ss V. Martin Magnificat and Nune Dimittis... Gillette 
ANTHEMS ANTHEMS 
F (a) Saviour, Liké a Shepherd (a) O Light of Life...:........ Kountz 
I () S rae Thesueh rt ame Hyatt (b) Make Me a Clean Heart, 
x , 
F ‘Weekes honors fete Jones O1GOd ee ees shaivigieintes BORIS 
S OFFERTORY OFFERTORY 
re) Lord, With -Weary Hearts O Love That Wilt Not Let Me 
We're Yearning...... Engelmann GO" Seiad ves HERS Bh oe ak Shenk 
solo) (B. solo) 
POSTLUDE POSTLUDE 
Ofgan Riles ag mmeticte eael . . Lacey Organ? cRinale. ie. der sales Sheppard 
Piano: Albumleaf ...Meyer-Olbersleben Piano March) Water nite core sisters Or Camp 
PRELUDE PRELUDE 
Gtnant Plain’ Pia. ae as «ue iheves Hogan Organ: Evensong ..ts-i sss Rockwell 
BRAG TERE LAVCL) void eins cine vices Rathbun Piano: Berceuse . 0... syaeee ees Kjerulf 
4 ANTHEMS ANTHEMS 
W (a) acuk Povey is Thy Dwelling @) pipes of the Evening 
E |, ~ Place sss ees ree eee e eee Brahms." ©. % Hour, eek eee eres Lansing 
L (b) Be Thou Miy Guide. iin creates ale (b) Paikest, ord: Giestsis\< mlchelsis se Marzo 
F OFFERTORY OFFERTORY 
T Search Me, O God....,..........Marks Saviour (Divine (7 .:...cstecsoaet Burleigh 
H (Duet) (T. solo) 
POSTLUDE POSTLUDE 
Organ: Postlude in C........-. Schuler Organ: Marche Melodique ......Diggle 
Piano: Coronation March...Kretschmer Piano: Marche Fanfare ........Becker 
PRELUDE PRELUDE 
Organ: Viennese Refrain, Organ: O Star of Eve. .Wagner-Lemare 
Arr. by Lemare Piano: Nocturne ...... Josef Hofmann 
~ Piano: Old. Romance!) ces cies. 0 + Grey 
N ANTHEMS Tard Maral aah, 
E | (a) Lead Us, O Father........ Robertsin|® Someday cen ei ce, cae 
T (b) Seek Ye the Lord....... Scarmolin (b) He Tender iM ee eee Router 
E OFFERTORY 
E . OFFERTORY 
I Heard the Voice of Jesus 
N Evo) Me Sin comdocboe ..Ruebush Blessedvisi thes Mane wacccrsis a. sie Hosmer 
rT: (A. solo) (Duet) 
H POSTLUDE POSTLUDE 
Organ: Anniversary March.......Pease Organ: Postlude in F.%........ Roberts 
Piano: Canzonetta ..Meyer-Olbersleben Piano: Evening Whispers... .Palmgren 
PRELUDE PRELUDE 
GOrientalet : okies tele.» Amani-Hartmann Organ: Summer Twilight ..... Hopkins 
a (Violin, with Organ or Piano Accpt.) Piano: Thoughts at Sunset.....Huerter 
ad ANTHEMS 
ANTHEMS (a) The Lord is My Shepherd, 
N Ga)> Eke’ Son. of; Gods . weiss. sos Storer MacFarren 
Tr (b) O Lord of Heaven and (b) Jesus, the Very Thought of 
Y cattle .tm ulema rror tert J. C. Marks Thea livres acca, oe epee or Shelley 
= OFFERTORY 
S OFFERTORY Ave Maniaiimemse sci ale dole vse ele Clark 
I SAG TAILOR: | \ae:5:0 ea SBtaN olde ee) dees) Borowski (Violin, with Organ or Piano Accpt.) 
x (T. solo) 
+ POSTLUDE 
Organ: All On a Summer’s Day. Ancliff 
H POSTLUDE Piano: Procession of the Sted) ae, 
Organ: Postlude’ ..ov.0cees Chopin-Gaul Ippolitow-I[wanow 
Piano: Serenade . -Rachmaninoff (Four-hands) 
Anyone interested in any of these works may secure them for 
ofe examination upon request. ste 


EVENING SERVICE 


Send for our 


Thematic Catalog of Easy Piano Pieces, Grades 1 to 3. Contains Excerpts of over 200 
attractive compositions that will be of value to the piano teacher in early grade work. 


Tueropore Presser Co., 1712-14 Chestnut Street, Phila., Pa 


thy 


cite 


Bi (ol s ENGRAVERS 
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” LiTHOGRAPHERS 


Write to us about anything in in this line 


“SEND FOR ITEMIZED PRICE LIST 
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EDUCATIONAL STUDY NOTES ON MUSIC 
IN THE JUNIOR ETUDE 


By Epcar ALDEN BARRELL 


<-™ 


THE ETU 


PE = 


Vouthfud Hero March, by Walter Rolfe. 


Basso marcato is another 
Italian expression and means 
that you should make the left- 
hand part stand out clearly. 
In the first eight measures 
of the piece, and the last 
eight, however, keep the left- 
hand part softer than the 
right. 

You will enjoy this march. 
Be careful always to curve 
your fingers enough; that 
makes everything a great deal easier. 


Flying Along, by Cyrus Mallard. 


We will give you a dia- 
gram, or plan, of this com- 
position in the same way that 
we sometimes give the older 
Erupe readers diagrams of 
pieces in the other two musi- 
cal sections of our magazine. 

Flying Along is in three 


parts: 
Part I: 16 measures in G. 
Part Il: 16 measures in C, 


Parti) LIT: “16 
same as Part I, 

The three parts, or sections, 
same length. 

The Aor of the Erupe music has marked 
the right way to pedal this composition, and we 
advise you to pedal it in this way. 


measures, 


are thus of the 


ioe Paul aes: by Dorothy Gaynor Blake. 


This is one of the best 
and most helpful teaching 
pieces we have seen for a 
long time. 

In the third measure of 
the first section be sure to 
hold the right hand E while 
the quarter notes are being 
struck. In measure nine of 
the section in C, the F-sharp 
in the left hand against the 
F-natural in the right may 
seem a little strange to you at first. It is in- 
tentional, however, and is what your teacher 
would call a ‘passing dissonance,’ Ask your 
teacher what this means. 

Presto means very fast. 
that you make mistakes! 


Not so fast, though, 


The Wild Horseman, by Robert Schumann. 


A short sketch of Schu- 
mann’s life is provided for 
you elsewhere in the columns 
of the Juntor Erupe. 

Schumann is one of the 
few great composers who also 
wrote children’s piano pieces. 
Just think what a range of 
feelings he could describe, for 
he could with equal ease write 
a long and very, very difficult 
composition for orchestra or 
a two-page easy piano piece for children. 

The theme (melody) of this little sketch is a 
lively one. First in the right hand, it later 
appears in the left hand. The keys used are 
A minor and F major, keys with which you 
must now be familiar. 

This is one of forty pieces in Schumann’s 
“Album for the Young.’’ Another famous piece 
in this book is The Joyful Peasant. 

Do not forget the slurs which appear every 
now and then in The Wild Horseman, for they 
are really important. 


March of the Acolytes, by Richard Pitcher. 


In certain churches there 
are acolytes (ac-o-lights), that 
is, boys or young men who 
are dressed in long black cas- 
socks and who help the priest 
or minister during the service. 

Here they are marching 
along together—rather quickly 
but with a good deal of 
dignity. Play this march in 
strick time. Con brio means 
with spirit. 

-If you own. a metronome—one of those 
mechanical boxes that beat time—use it while 
you are learning this piece. 

Watch out for the staccato (short and detached) 
notes in the Trio. 


A Little Waltz, by Arthur Foote. 


Arthur Foote is one of our 
most noted American com- 
posers. He lives in Boston, 
Massachusetts, and has writ- 
ten a great deal of fine music 
for the orchestra, the string 
quartet, the organ, the piano, 
and the voice. 

This waltz is a fairly quick 
one. The first theme is a 
plaintive one in A minor; the 
second, more cheerful, in F 
major 

Try to play as smoothly as possible. 

The two little dots in front of the double 
bar at the end of the section in F major mean 
to repeat this section, 


ce Alongi by H. D. Hewitt. 


The following keys ared 
in this canoe song: a 
C and G. These are 
very simplest of the tw 
major keys. 

When you reach the se 
in F, it would be b 
practice each hand alone 
first. Make the three 
in each triplet perfectly ¢ 
and do not hurry then 
_ Have you ever been 
canoe? It is great. fun, for you glide 
easily and swiftly, and you are so close 
cool green water that you can touch it 
your hands, 

Perhaps the most important thing in this 
is to play the sixteenth notes like real six’ 
This can be done only by counting in half } 
and then playing the sixteenths right after 
“and.” Do you know what an accidental 
That is the word for the sharp, flat, or na 
that is often used in front of a note. 
are lots of accidentals in this compose Q 


The Happy Dancers, by Frederic A. Fr 


After you have counted 
this piece in half beats (one- 
and-two-and) a few times, you 
will find that The Happy 
Dancers will have no terrors 
for you. The four notes or 
ye are your familiar G-D- 


Of course, the piano part 
is quite different from yours, 
but that must not bother you 
or “throw you off.” 

Wherever an eighth rest appears, taka you 
bow up. 4 


Dear JuNIor EtupbeE: 

As: other boys and girls who are mus 
lovers have their letters in the Juni 
Etupe, I was tempted to write also. Wher 
I was seven I started piano lessons, and 
nine I stopped and had to practice by 
myself. I read the lives of great com- 
posers and read third and fourth gra 
music. I also have been giving piano Ie 
sons, It is very interesting to teach, 


love them with all my heart when the 
ask little questions about music. I mal 
up stories to go with their pieces and ex- 
ercises. 
From your friend, 


ae 


Answers to 
(2an You (ell? So 


(SEE PAGE 423 THIS ISSUE) 


1. Handel’s opera, “Theodora.” 
2. A Polonaise is a stately Polish 
dance, in triple rhythm, with 
the strong.accent often on the 
second beat of the measure. 
3. The greatest of violin makers ; 
born in 1644, died in 1737. 
4. “Variations” are repetitions 
of a melody or motive, with 
changes of harmony, and 
rhythm, and with ornamental 
passages and fanciful turns 
of the theme. 
. Lowell Mason. 
. A forward movement pro- 
duced by regularly recurrent 
strong and weak accents. 
7. Ludwig van Beethoven. 
8. A triad consisting of a major 
or minor third and a perfect 
fifth from the root (funda- 
mental tone). 
9. Samuel Coleridge-Taylor. 
10. Length, pitch, power and 
quality. 
WATCH FOR THESE TESTS OF YOUR STORE 
OF KNOWLEDGE, APPEARING IN EACH 
ISSUE OF “THE ETUDE MUSIC MAGAZINE.” 
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DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS 
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YOUTHFUL HERO MARCH 
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CYRUS S. MALLARD 
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DOROTHY GAYNOR BLAK 
Dorothy Gaynor Blake 


He hunted out the foe in foreign waters 


Doing all the mischief he could do! 


John Paul Jones was a terror to our 
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RICHARD J. PITCHER 
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British Copyright secured 


ARTHUR FOOTE 


British Copyright secured 


f 


UF ETUDE 


MARCH OF THE ACOLYTES 


“Grand March” style. A good study in four 


-part harmony. Grade 24. 


96 


Con brio M.M.¢ 


opyright 1927 by Theodore Presser Co. 


. study 


in the Minor Key. Grade 2. 
Allegretto comodo (d) 
Lh. legato 


1926 by Theodore Presser Co. 


British Copyright sect 
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CANOE SONG 


in the style of a mazurka. Grade 2%. 


% From here go back to A and play to B; then go 


back to the beginning and play to Fine. 


THE HAPPY DANCERS 


GLIDING ALONG 
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Gee ee IN 


A “first” violin piece. On three 
“open strings” The piano part is 
complete in itself. Grade 1. 


FREDERIC A. FRANKL! 


Rather fast 


an 


British Copyrigh 


Copyright 1925 by Theodore Presser Co. 


26th YEAR 


arting May 15 pupils may enter any day 


Ralfe Leech Sterner 
The well-known voice teacher of the 
heads of voice departments in 
colleges and schools. 


Frank Howard Warner’ 
Pianist, Composer and Lecturer. 


Alice Davis 
Accompanying, Organ and Harp. 
‘¢ and Partial Free Scholarships Open for Competition in these Courses 


_ VIRGIL SCHOOL OF MUSIC 


Founded by the late A. K. VIRGIL 


(Originator of the Virgil Method, Inventor of the Virgil Practice Clavier, 


p ec i a ] C O u Y ses For Teachers, Players and Earnest 


_ Arthur Friedheim 
~ One of the world’s greatest pianists. 
The great Liszt interpreter who during this 
‘se will play works of all the great masters. 


] Paul Stoeving 
‘The eminent violin artist, teacher, scholar 
author. \ 


. Students of All Grades 
| For all particulars address: THE A. K. VIRGIL CLAVIER CO., or 
MRS. A. K. VIRGIL, Director 


tone Trafalgar 9349 411 WEST END AVENUE 
NEW YORK 


NO OTHER ADDRESS 


‘he American Institute of Applied Music 

Ue Metropolitan College of Music 

’ West Fifty-ninth Street, New York City 

_ SUMMER SESSION BEGINS JULY SECOND 
Piano, Theory, Normal Training Courses 


Ere McIntosu, Managing Director 


Kare S, Curtrenpen, Dean 


talogue on Request 


RANBERRY 


PIANO SCHOOL 


East 61st St., New York, N. Y. 


- PIANISTS, 
OMPANISTS and TEACHERS 


Touch-Hearing-System Send for booklet, 


anberry will continue to direct the University .f Georgia 
ger S:hool of Music, June 25th to August 4th, Athens, Ga. 
| NE AER BOGS Se St eae aa 


120 Claremont Ave. 


A school for serious students. 


Courses in TRINITY PRINCIPLE PEDAGOGY, 
~ MUSICIANSHIP, and how to teach the BEGINNER to 
_ PLAY in the FIRST LESSON. 
Courses taught by correspondence and personal 
_ work, SIGHT SINGING without “‘do re mi’’ ‘‘num- 
bers,’’ “‘intervals.’’ MODULATION COURSE — Not 
Orthodox Harmony Rules. 
- Send $2 for Rhythm Lesson One Booklet and Construc- 
- tive Music Book. Associate Teacher in Every State. 


| Address, EFFA ELLIS PERFIELD 
ADISON AVE. [COR. 30TH ST.] NEW YORK CITY, PHONE ASHLAND 5551 


EE 
hee Normal Session, July 5 fo 28, 1928 


Iheatre 


Summer and Fall 
Courses for Acting, Teaching, Directing 
DRAMA, OPERA, MUSIC 

STAGE DANCING 4 
Singing, Fine Arts and Photoplay. Developing 
ersonality and poise essential for any vocation 
fh life. Alviene Art Theatre and Student Stock 
Co, afford appearances while learning. N- ¥. 
debuts and careers stressed. Pupils — Laurette 
Taylor, Mary Pickford, Eleanor Painter, Annette 
. Kellermann, J. Arnold Daly, Fred and Adele 
field. Write for partienlarsin J. J. Shubert Astaire, Dolly Sisters, Evelyn Law, Mary Nash, 
ergarten eorrespondence course. Marguerite Clark Bee Lene Holmes, app mercalee 
* ivian M. Astor, Gloria Gould- oP, le 
lian Courtright Card, 116 Edna Ave., Bridgeport,Conn. Write Study wanted to Secretary, 66 West 85th 

‘a 35 , i re St. N. Y., ask for catalog 84 


AMUEL WILENSKI, Pianist—T eacher 


ers Special Summer Courses in Piano and Harmony for Advanced Pianists for 
Weeks, Beginning July 6. One Free Scholarship, 


Studios: STEINERT HALL, Bosron, and 
.. LOZIER GALLERY, 44 West 77rx Street, New Yor 


Ye THE 


we. Cc jeg L 


Oldestandmostpractical system, 
A grent opportunity for tenchers 


Courtright ; 


¥ Sir John Martin- 
»=m of Musical to specialize in this unlimited Harvey 


Secretary, MISS DOROTHY QUINN 
Room 54, 18 Huntington Ave., Boston 


Batpwin Piano Usep 


INSTITUTE OF MUSICAL ART ie 


of the 


JUILLIARD SCHOOL OF MUSIC 
New York City 


FRANK DAMROSCH, Dean 


All branches. 
SPECIAL ANNOUNCEMENT 


All talented advanced violin students will come under the personal 
observation and instruction of 


PROF. LEOPOLD AUER 


Library. 


leader, Patrick Conway. Catalog. 


VUUUUUUVUUBY 
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JEW YORK SCHOOL OF MUSIC AND ARTS 


i Ideal location at Central Park entrance 


26 West 86th Street 


X WEEKS SUMMER COURSES for Teachers and Professionals, also Beginners and Advanced Students 


Rates: $250 and $300 (according to teacher for private lessons) which include board and room, tuition, 


CELEBRATED FACULTY INCLUDING 
Eddy Brown 


Famous concert violinist 
and teacher. 


Ralfe Leech Sterner, Director 


lectures, classes, concerts, teachers’ certificates, etc. 


Frank Stewart Adams 
Motion Picture Organ. 
Organist of Capitol Theatre. 


Leila Yale 
Teacher of Public School 
Music in our New York 

City Schools. 


Aloys Kremer 
Teacher and Pianist. 


Frederick Riesberg 
Distinguished pianist who studied with Franz 


Liszt, Xaver Scharwenka and Carl Reinecke. Helen Carmichael Robertson 


Drawing, Painting and Interior Decoration. 


Alexander Pero AND MANY OTHERS 


Harmony and Counterpoint. 


Our Entire Faculty will Remain in New York City and Teach all Summer. 


COMBS CONSERVATORY 


PHILADELPHIA 
FORTY-THIRD YEAR 


A School of Individual Instruction for the Beginner, 
Ambitious Amateur, and the Professional 


No Entrance Requirements except for Certificate, Diploma and Degree Courses 


Four-year Courses in Piano, Voice, Violin, Organ, 
Theory and Public School Music, leading to Degrees. 
Teacher’s Training Courses including supervised prac- 
tice teaching. 

All branches taught from elementary to the highest 
artistic standard. Orchestra and Band Instruments. 


Degrees conferred. Daily reports keep the Director 
personally informed of your progress—Daily Super- 
vision shows you how to work. Two complete 
Pupil’s Symphony Orchestras offer exceptional 
privilege of orchestra routine and accompaniment. 


Dormitories for Women 
(The Only Conservatory in the State with Dormitories for Women) 


In addition to delightful, home-like surroundings in a musical and inspirational atmosphere in the foremost 
musical city in America, dormitory pupils have advantages not offered in any other school of music, including 
Daily Supervised Practice and Daily Classes in Technic. 


Six Spacious Buildings, Faculty of 95 
Accommodations for 2500 Students 


A School of Inspiration, Enthusiasm, Loyalty and Success 
Illustrated Year Book Free 


GILBERT RAYNOLDS COMBS, Director °<%, Dormitories and Studios 


Broad and Reed Streets 


EMPLE UNIVERSITY 
School of Music 


1521 LOCUST ST. PHILADELPHIA, PA. 


y, Thaddeus Rich, Mus.Doc., Dean. 
E. F. Ulrich, Associate Dean 
HIGHEST STANDARDS of MUSICAL INSTRUCTION 


Teachers’ Certificates, Diplomas, Degrees 


NO HIGH SCHOOL EDUCATION REQUIRED 
EXCEPT FOR THE COLLEGE COURSE OF MUSIC 
ALL BRANCHES OF MUSIC—From the Children’s Depart- 

ment to the Highest Grades—Private Lessons, 
Any Instrument orVoice may be taken without Other Branches. 


—DISTINGUISHED FACULTY— 
SUPERIOK PIANO, VIOLIN AND VOICE DEPARTMENT, 
TRAINING FOR OPERA 
Orchestral Instruments taught principally by members of 

the Philadelphia Orchestra. 
STUDENT RECITALS— OPPORTUNITY FOR ORCHESTRAL 
PRACTICE, 

CLASSES IN HARMONY AND HISTORY OF MUSIC. 
PUPILS MAY ENTER AT ANY 
TIME DURING THE YEAR 
Student Dormitories. Branch Schools. Write for Catalog 


Moderate tuition fees. 


MUSICAL AND EDU- 
INTERNATIONAL ¢atroNAL AGENCY 
MRS. BABCOCK 


FFERS Teaching Positions, Col- 
leges, Conservatories, Schools. 
Also Church and Concert Engagements 


Zeckwer-Hahn 
Philadelphia Musical Academy 


58 years of continued success in training musicians 
Highest Standards of Musical Instruction 
For year book, address 


Frederick Hahn, President-Director 
1617 Spruce Street 


Special Summer 
Training Term 

for June-July 
Teachers r) ele 


PITTSBURGH MUSICAL INSTITUTE, Inc. 
Send for Catalog Pittsburgh, Pa. 


CARNEGIE HALL, NEW YORK 


CONWAY ino sarc 
BAND SCHOOL 
Prepares for Leadership in Community, School and 
Professional Bands. Private and Class Instruction; 
Teachers of national renown; Conducting and Band 
Arrangements; Daily Band Rehearsals under Dean 
Conway; Large Symphony Orchestra. Large Band, 
Degrees. Dormitories, Gymnasium. 
Under personal direction of the famous band 


601 De Witt Park, Ithaca, New York 


a JOHN M. 


LL 


‘CHICAGO from July 2 to July 13 


-(Woman’s City Club, 360 N. Michigan Avenue) 


For detailed information apply to Management of John M. 


Williams, P. O. Box 216 Trinity Station, New York City 


IAMS 


WILL HOLD 


a ~ NORMAL CLASSES FOR TEACHERS OF PIANOFORTE 


in NEW YORK CITY from July 16 to July 27 


(Guild Hall, Steinway Building, 113 W. 57th Street) 


When you write to our advertisers always mention THE ETUDE. 


It identifies you as one in touch with the higher ideals of art and life, 
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MUSIC STUDY 
EXALTS LIFE 


Home Music Srupy THROUGH 
SUMMER READING 


Perhaps you have longed to go to a 
Music Summer School; a Master Class, in 
New York, Chicago, Philadelphia, Los 
Angeles, San Francisco, Kansas City, or 
perhaps London, Paris or Vienna. Funds 
were lacking. That is no excuse for wast- 
ing the summer; there are scores of books 
that almost seem to have been made just 
to help you get ahead. Here is a list made 
by our expert book man who knows what 
thousands have been buying for this pur- 
pose: 


Homer Prano Srupy 


Bowman, E. M. 
Pianoforte 


Master Lessons in 
Playing. Letters 


from a Musician to his Nephew. $1.50 
Brandt, Mrs. Noah. Science in Mod- 
ern Pianoforte Rlaying......... 1.00 
Brower, Harriette. What to Play— 
Wihat:tos leach) « ohacs asaceicee 2.00 
Christiani, A. F. Principles of Ex- 
pression in Pianoforte Playing.. 2.50 
Cooke, James Francis. Great Pian- 
ists on Piano Playing.......... 2.25 
Great Men and Famous Musi- 
cians on the Art of Music...... 2.25 
Hofmann, Josef. Piano Playing 
with Piano Questions An- 
SWiSH EC eaters Ray ¢ std Sota pene sea lov 2.06 


Lhevinne, Josef. Basic Principles 


in Pianoforte Playing.......... 60 
McArthur, Alex. Pianoforte Study. 
Hints on Piano Playing........ 1.50 


Perry, Edward B. Descriptive An- 


alyses of Piano Works......... 2.00 
Stories of Standard Teaching 
bagi SOP HO eo Re ys 2.00 
Silber, Sidney. Reflections for Mu- 
SIGHOUUCGENTS: ahra canals sk Gaeta ot el oe 1.00 
Wilkinson, Chas. W. Well-Known 
Piano Solos and How to Play 
PD ERO TRL os etd cake! cpeneehste nes nape “nme 2.00 
Hambourg, Mark. How to Play the 
Valera Yc id call aah, gt Sy eM iene 1.50 
Brower, Harriette. Self-Help in 
PAHO | SEUAY, <2) 3 Meveictsyare segs,» tere 1.50 
Matthay, Tobias. Musical Interpre- 
EUUIOL ae ites ss < SORA ee 2.25 
Lindo, Algernon H.  Pedalling in 
Pianoforte Music ose 5 .cnest cine 1.25 
Hamilton, Clarence G. Piano Music, 
Its Composers and Characteris- 
RC Sirah 1 chic shopa csal'e FAME aeuehe le eae 2.00 
Ortmann, Otto. The Physical Basis 
of Piano Touch and Tone...... 5.00 
Home Hisrory Srupy 
Cooke, James Francis, Standard 
ELIStOny OL MUSIC ¥.\;../aearaeeiceley> 1.50 
Music Masters Old and New...... 1.25 
Matthews, W. S. B. The Masters 
andy Their Music. Ws iG ene eee 2.00 
Merz, Carl. Music and Culture..... 2.25 
Streatfield, R. A. Life Stories of 
reat Composersiy tennis > 2.25 
Morse, Constance. Music and Music 
WESIEGTR) EN che naar «Sep eee 3.00 
Bauer and Peyser. How Music 
GREW cA ee eee ee 4.50 


Parry, C. Hubert. The Evolution 
of thesArt; of usiccn i: oe kae. 2.2 
Bekker, Paul. The Story of Music. 3.5 


Homer Voice Strupy 


Cooke, James Francis. Great Sing- 
ers on the Art of Singing....... 2.25 


Tetrazzini, Luisa. How to Sing.... 2.00 
Buzzi-Peccia, A. How to Succeed 

in Sin Pin pyr aiahee eee Ges ses. scare 1.50, 
Myer, Edmund J. A Revelation to 

the. Vocal: Worldiiian ess ees 60 
Proschowsky, Frantz, Beginner’s 

Voice Book: seeueetten’ hie 3.00 
Wronski, Thaddeus. The Singer and 

HLISVA TE iw sae Bet tieiicy oot ¢ 3.00 


¢ Publisher’s Mont 


A Bulletin of Interest for All Music Lovers 


which it was needed. 


teaching, 


materials we publish. 


This sympathy for the music teachers’ needs still pervades our organiza- 
tion, because, in addition to the spirit of service imbued by the founder, the 
present President of our company, as well as many other members of our 
staff, have had practical and successful experience in the profession of music 
The practical use of teaching experiences at our command is felt 
not only in our service, but is reflected in the many successful educational 


ASYMPATHY:- THAT HIS VALUABLE 


At least 90 per cent. of the 400 members of the Theodore Presser Co. 
organization of today, many times in years past heard the founder of this 
business urge that every effort be put forth at all times to give music 
teachers immediate, accurate and helpful service. 
because he had been a music teacher and knew how much it meant to be able 
to get the right kind of material and to get it in time for the lessons for 


Our founder urged this, 


Teachers need only ask us to send for examination our suggestions as 
to teaching material in any grade or for any specific purpose, to decide the 
value of what sympathy for the teachers’ needs really means. 


Advance of Publication Offers—June, 1928 


Paragraphs on These Forthcoming Publications will be found under These Notes. 
These Works are in the course of Preparation and Ordered Copies will be 
delivered when ready 


AtBuM oF Cross-Hanp PIECES—PIANO...... 30c. 
Concert OrcHESTRA Fortto—Parts, Eacw...15c, 

THe SAME—PIANO ACCOMPANIMENT......30c. 
Concertino, No.. 1—Vtortn—Sreitz........35¢. 
Concertino, No, 2—V1cL1in—SEITz........ 35c. 
Ecrectic Piano Stupirs—HEINZE........+ 35C: 


HELLER—PHILIPP—STuUDIES IN MUSICIANSHIP 


—Piano—Four Books, EacH..........-. 60c 
LirtteE Stupy PrIeces IN THE CLASSIC 
ForMS—=HAMOOND! «Tenis + an’ deslels maviviely SoC: 
Nicur In ParestrnE, A—Oprra—WEINBERG 
REGULAR weep UNDO N xi o)eicsit,«)o 0100 vets eta beveteteds $5.00 
THE SAME—DeE LUXE. EDITION. sees ent 10.00 
Greene, Harry Plunkett. Interpre- 
tation ain Song) Ryn sora ae ee cee 2.50 
Jones, Dora Duty. The Technique 
OLS peechepeneeie sce eet ale 2.25 
Emil-Behnke, Kate. Singers’ Diffi- 
culties. How to Overcome Them 2.00 
Rogers, Clara Kathleen. Your Voice 
BTIG YOUR iene cae Go een once PER 1.75 
Taylor, David Clark. The Psychol- 
OLY OMS IN Pi rariene te egelahes «eae 2.00 


Tue SECOND YEAR AT THE PIANO 
By Joun M. Wix11ams 


The very remarkable success of Mr. 
Williams’ First Year at the Piano has 
brought about an insistent demand for a 
second volume. We have now in prepara- 
tion Mr. Williams’ Second Year at the 
Piano, which will prove a worthy successor 
to the first volume. This new work carries 
the student right along through most in- 


teresting material. This material is all 
fresh and much of it is original. There is 
not a dry number in the book. Ample 


work is supplied for the second year of 
study. 

The special introductory price in ad- 
vance of publication is 50 cents per copy, 
postpaid. 


On Our StTREET—PIANO—BIXBY....+eseeees 30c. 
Part Soncs FoR Soprano, ALtTo AND Bass 

AE ONCE S wae einetevinw Taras )s satete\.=1+\etsvelerateiniaieiatet mpaaanitta 30c. 
PIANG.) V GUO NDART ES e eiaps erie, Sane ele dere 50c. 
PLAYTIME BooK—PIANO—ADAIR ..+-e--e eee 30c. 


PREPARATORY EXERCISES IN DouBLE STOPPING 
—ViotiIn—O.) SEVCIK, OP. 9....00revecee Bey om 

Seconp YEAR AT THE PIANO—WILLIAMS.,...50e. 

SHEPHERD, THE—Musicat PLay—BIsro...35c. 


Sotprers or Curist—Sacrep CAantTATA— 
(GREW Y yaar h iby iat alate sel -\-a ate petalche eels wiser cieletees 20c. 
SPORTES TOSSING “L.O—-LAVUORS . occ. ayelr oyster ele 20c. 


Tunes For Lirrte Forxs—Pi1ano—PReEsTon.35c. 


A. NiGut 1N PALESTINE 
OPERA 
By Jacos WEINBERG 


This is the composition that won first 
prize for opera at the Sesqui-Centennial 
Exposition in Philadelphia. It is the 
work of an inspired writer who, educated 
in the celebrated schools of Russia; later 
founded the first musical conservatory in 
Palestine and so became well acquainted 
with the spirit of the people working there. 
The publisher of a work of this nature 
can hardly hope for material reward but 
as a valuable contribution to art we be- 
lieve this exceptional work should be 
made available to the public. Therefore, 
we have undertaken the publication of 
the opera upon a subscription basis, guar- 
anteeing the first edition. 

To those of our patrons who are desir- 
ious of assisting in the publication of a 
genuine work of art we are offering the 
opportunity to subscribe for this opera at 
the rate of $5.00 for first edition copies, 
each of which will be autographed by the 
composer, or $10.00 for the DeLuxe Edi- 
tion, bound in leather, stamped in gold. 
A folder giving full details of the story 
of the opera, as well as the comments of 
world-famous musicians upon its merits, 
will be sent to anyone interested. 


“Culture is a study of perfection’ 


») 


—Matthew Arnold 


ADVERTISEMENT 
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| EXALTS LIFE 


Orper Music Earry FOR 
SUMMER OR FALL Wort 


Just now when the major acti 
most music teachers are drawing to 
and there is before one the pleasing 
pect of from two to three months— 
laxation, it is altogether natural 
most excusable to ignore the quest 
preparedness for another season’ 
Yet, of course, every teacher do 
thought for the morrow and certai 
serious educator enters the summer 
tion without thinking of the respo 
ties and opportunities associated w 
beginning of another year’s endea 

The music teacher in particular 
to leave nothing undone that might 1 
for suecess at the beginning of t 
season’s. teaching period. Many y 
close .contact with the activities 
music teaching, profession have ma 
familiar with the fact that an enor 
large number of teachers, whateve 
they may do to perfection, do not 
any move toward getting their music ; 
plies in hand until the music class i 
ually waiting for studio material. 1 
there are rush orders, telegrams an 
sorts of excitement which would not b 
bad if they were only a few, but there 
crowds of them, all wishing to be wa 
upon at once. Every year we try to 
edy this condition by making it 
while for teachers to place their m 
supply orders with us so early thas 
goods maybe delivered without fail 
a little in advance of the time when 
musie will be needed. ; ' 

It is all very simple and a very |] 
number of teachers take advantage 
offer to save the customer one-half o 
transportation charges on all orde 
this kind received before August 1 
vided the order mentions this offer. 
of course, refers to a supply of tea 
material for piano, voice, violin or or 
It is understood that such an order 
be charged On Sale without obligat 
make returns or settlement until the 
of the usual teaching season in 192 
teacher may send us a letter ou 
what is needed or may use one of 0} 
Sale order forms such as will be § 
promptly on application. Se 

While we welcome On Sale orders 
year ‘round we are particularly gl 
get as many as possible during the 
mer months, at which time they « 
handled so much more efficiently 
when we are necessarily so rushed a 
school begins. “a 


New Music ror SUMMER 
TEACHING ’ 


Music teachers who continue their w 
during the summer months are cordi 
invited to avail themselves of our 
to send On Sale a small assortn 
(about a dozen pieces) each month f 
June to August. Music of all grades 
piano or vocal music, or both, will 


special arrangement, the remainder 
be carried over as a part of the 
supply. ig 

Just a postal card request saying 
“Summer New Music” is wanted 
ter any teacher’s name for it. © 


A Correction 


Through a clerical error the 
Beginner’s Book for the Saxoph 
H. Benne Henton was given | 
month’s issue as $1.00. The corr 
is $1.25, 


1, oi 


1 Our Street 
Piano Pieces ror BeGrnNners 
By Attene K. Brxsy 
tive material for piano beginners 
great demand as teachers of 
realize the importance of hav- 
variety constantly on hand. 
ork, based on some novel and 
ideas, that we believe will 
much favor. It consists of 
ry easy numbers in characteristic 
th of which is introduced by ex- 
as to its use, written in 
iversational style, sure to at- 
e student’s attention. Each num- 
s to assist in mastering some par- 
pint in elementary technic but it 
ed so cleverly that the pupil 
p but “take to it.” In advance 
cation. teachers may place orders 
book at the special low price of 
| @ copy, postpaid. 


On 


cy 


1 
UM OF Cross-Hanp Pieces 
For rue Pranororte 


y volume is very nearly ready 
cial introductory offer will be 
during the current month. The 
»f cross-hand pieces is of great 
the securing of freedom in 
laying. It brings about a cer- 
rable knowledge of what may be 
“keyboard geography.” This is 
the strong features of modern 
rk. Our new volume begins at 
e third grade and_ progresses 
All of the pieces are ex- 
interesting and melodious. They 
y by modern and contemporary 


ecial introductory price in ad- 
publication is 30 cents per copy, 


cel 

_ Srorigs To SING To 

x, Errecrive ano [yrrrestine 
op or DrvELorInc THE SENSE OF 
Piren ix Youne Curpren 


By Grapys Taytor 


eacher who has had experience 
ots knows that the most effec- 
is of securing and holding their 
and impressing facts upon their 
by “telling a story.” Here are 
ies in which the class joins, The 
at and Ding Dong, each de- 
present to the youngsters in a 
tive manner different degrees 
Teachers of Kindergarten 
ll greatly appreciate this book. 
advance of publication cash price 
opy is 20 cents, postpaid. 


ANO VOLUNTARIES 
_ remarkable response ‘there is to 
nouncement of something new in 
tions of this nature! Even the 
hurches that have excellent pipe 
the, piano for some services 
rse, for the Sunday School and 
st a book of sacred piano num- 
spensable. Our‘Sunday Piano 
0; Reverie Album, $1.00, and 
$1.25, have all enjoyed 
sales and now we find hundreds 
ouring in for this book at the 
tion price, 50 cents a copy. 
e will contain a number of ex- 
luntaries, such as Preludes, 
and Offertories, and will prove 


book to introduce to young 
the rudiments have been ex- 
starts with Middle C and 
iters both clefs. The little 
bringing in new 
are quite attrac- 

not only to hold the 
but to stimulate a real 
Another feature, one 
tiny tots, is the 


‘ 


Stupigs IN MusIcIANSHIP 


Sevecrt Srupirs ror rHE PraNoFoRTE BY 
Srepuen Herren 


In Four Booxs 
Edited by Istpor Putirr 


The tremendous success of the Selected 
Czerny Studies, edited by Emil Liebling, 
created a demand for a similar series 
from the works of Stephen Heller. The 
contributions of these two prolific writers 
to the literature of pianoforte educational 
material are of much value, as every ex- 
perienced teacher knows, but not all of 
their studies are of equal value, and to 
select from the Heller works those studies 
most suitable for modern needs the Theo- 
dore Presser Co. engaged the services of 
M. Philipp, Professor of Pianoforte at the 
Paris Conservatory, the foremost living 
pupil of Heller. In making this selection 
M. Philipp has not confined himself to 
the popular Opus numbers, 45-46-47, but 
also has brought to light many excellent 
studies, hitherto little known in this coun- 
try. To mention that this forthcoming 
edition will be carefully arranged and 
fingered seems almost superfluous and we 
are sure that every teacher who subscribes 
to any or all the volumes in this series in 
advance of publication, will be more than 


satisfied when the copies of the first edition 


are delivered. These now may be obtained 
at the special introductory price of 60 
cents a copy for each volume, or $2.40 for 
all four volumes. 


LitrLe Stupy PIECES IN THE 


Crassic Forms 


By Fannie Reep Hammonp 

The composer, like every experienced 
teacher, realizes the vital importance of 
the classics in the education of the pianist. 
To serve, as an introduction to the mas- 
ters’ inspired works, she has written this 
interesting book of easy pieces in the 
classic forms, each accompanied by a de- 
scription of the form. This is a work with 
which every teacher should be familiar 
and an opportunity to become acquainted 
with its merits at small cost is offered by 
the special advance of publication cash 
price, 35 cents a copy, postpaid. 


Ecrectic Piano Srupies 
Compiled by Louis G. Huiwze 


There is always a place for a book of 
this kind in the piano teacher’s library, 
and those who have used Mr. Heinze’s 
previously published compilations of se- 
lected piano studies will surely want to 
include this work. While the titles of his 
earlier works are somewhat descriptive of 
the contents, The Piano Beginner and The 
Progressing Piano Player, it may be well 
to explain that this new book is intended 
for students about to enter third grade 
work. 

While Eclectic Piano Studies is being 
prepared for publication the price at 
which copies may be ordered is 35 cents, 
postpaid. 


Concertinos No. 1 anp No. 2 
VioLtIn AND PIANO 
By F. Serrz 


After the violin pupil has been study- 
ing for some time, it becomes necessary 
for him to take up the larger forms of 
musical composition, such as the concerto, 
sonata, ete. As an introduction to this 
larger musical form, no better material 
can be found than these two concertinos 
by Frederick Seitz which we are about to 
add to the Presser Collection, the Con- 
certino No. 1 in D, opus 15, and the Con- 
certino No. 2 in G, opus 13. These com- 
positions are also known as Pupils’ or 
Students’ Concertos. The No. 2 Concerto 
may be played all in First Position, while 
the No. 1 Concerto is chiefly in the Third 
Position... When well played they make 
very attractive and showy numbers for 
the Student Recital. The editing of these 
two compositions will be done in the same 
careful manner which has been a feature 
of other recent additions to the Presser 
Collection. 

The special introductory price for either 
Concerto is 35 cents per copy or 60 cents 
for both, postpaid. 


_amateur. 


Tunes For Litre Forks 
For rue Prianororre 
By M. L. Preston 


In first grade teaching the introduction 
of little recreation pieces with pleasing 
melodies is almost always advisable, oft 
times quite necessary. ‘That teachers real- 
ize this is proved by the fact that the de- 
mand for this material exceeds the sup- 
ply. This may also be occasioned’ some- 
what because not every composer can 
write attractive first grade music. © Mrs. 
Preston, however, has proved her ‘ability 
and this book will contain: many of her 
recent successes. The pieces start out in 
the five-finger position ‘and build up to a 
point where the pupil plays melodies with 
simple harmonies and accompaniments. 
The book may be used as a supplement to, 
or in connection with, any instruction 
book. The advance of publication cash 
price is 35 cents a copy, postpaid. 


Part SONGS FOR SOPRANO, ALTO 
AND Bass VolIces 


The teacher in Junior High School, and 
sometimes even in the upper Grammar 
Grades, who has brought the class past 
the elementary stages of unison and two- 
part song, has much occasion to use num- 
bers such as these. Especially is this the 
case where there are larger boys in the 
class. These boys present a real problem, 
for the teacher must find something to 
interest them as well as suitable music 
within their vocal range. 

Therefore, the numbers selected for this 
book are largely those where the Bass car- 
ries the melody, the upper voices serving 
mainly to fill in the harmonies, or to work 
independently, as the case may be. 

We have exceptional facilities for se- 
lecting this material and have no doubt 
that this book will meet with the approval 
of teachers and supervisors. 

In advance of publication this book may 
be ordered at the special price, 30 cents a 
copy, postpaid. 


ConcERT ORCHESTRA FOLIO 


Our last Orchestra book was known as 
the Senior Orchestra Book. The new col- 
lection, now in preparation, is along simi- 
lar lines but slightly more advanced. The 
pieces are chiefly of brilliant character 
suitable for concert or exhibition purposes, 
but at the same time they are not too dif- 
ficult to be handled by the average good 
The instrumentation is the same 
as in our other orchestra books. It is for 
practically a full orchestra with the ad- 
dition of extra violin parts, a third cornet 
and alto and tenor saxophones. The or- 
chestrations are so arranged that they can 
be played with almost any combination of 
instruments provided the first violin and 
piano parts be used as a foundation. All 
of our orchestra books have been wonder- 
fully successful. This new one is likely 
to prove one of the best of all. 

While the Concert Orchestra Folio is in 
preparation we are booking orders for 
copies deliverable when published at the 
special low advance of publication price 
of 15 cents per copy for the various parts 
and 30 cents for the piano accompaniment. 


PREPARATORY EXERCISES IN 
DouBLE STOPPING FOR 


THE VIOLIN 
By O. Sevcr1x—Orvs 9 

The Opus 9 studies by Sevcik are some 
of the most widely used of the many ex- 
cellent studies by this master technician 
of the violin. For that reason we have se- 
lected it as a very important and valuable 
addition to our steadily growing Presser 
Collection. This work is a very effective 
method for securing that much sought 
after asset in violin playing—absolute pur- 
ity of tone in double stopping. Many of 
the studies of Sevcik have become almost 
indispensable and these Studies in Dou- 
ble Stopping surely belong to that group. 
The editing will be done by Otto Meyer, 
who has edited a number of the other well- 


known Sevcik works published in the 
Presser Collection, 
The special introductory price in ad- 


vance of publication is 35 cents a copy, 
postpaid. 
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SOLDIERS OF CHRIST 
Sacrep CANTATA 
By Pum Greery 


This is a short and brilliant church can- 
tata, not difficult to sing but very im- 
pressive. It is suitable for a performance 
at any special musical service at any time 
in the year. It introduces very effectively 
in the climax, “Onward, Christian Sol- 
diers.” We can recommend this number 
to any organist or choirmaster as a nov- 
elty for any special performance. This 
work will come off the press during the 
coming summer, in plenty of time for early 
fall rehearsals. 

The special introductory price in ad- 
vance of publication is 20 cents per copy, 
postpaid. 


THE SHEPHERD 
Musicat Pray ror CHILDREN 
By Maruitpe Brrsro 


Most of our piano teacher patrons are 
familiar with this composer’s remarkable 
gift of melody and her facility in pro- 
ducing tuneful music that presents prac- 
tically no technical difficulties. Her recent 
set of first grade pieces, ‘“Priscilla’s 
Week,” is a genuine “hit.” Here she offers 
a new departure, a most interesting little 
play for juveniles, in three acts, but re- 
quiring only about an hour and a half 
for production. The libretto is based upon 
two of A’sop’s Fables and the music is in 
Miss Bilbro’s best vein. There are many 
opportunities for the introduction of 
dances, but these, of course, are optional, 
and we heartily recommend this play to 
the attention of everyone who has anything 
to do with children’s classes or clubs. The 
play is not difficult or expensive to pro- 
duce. A sample copy may be obtained at 
the advance of publication price, 35 cents, 
postpaid. 


ADVANCE OF PUBLICATION 


Orrers WITHDRAWN 


The following works have been deliy- 
ered to us by the printers and binders and 
are now placed on the market at the 
prices mentioned. Any of them may be 
had for examination subject to the usual 
professional discounts. 

Keyboard 
Scarmolin. 


Adventures. by A. Louis 
A unique volume for early 
second grade piano work with young 
children. The little “adventures” are 
never made to appear like tasks and the 
student is always encouraged to further 
practice. Price, 60 cents. 

Piano Dialogs, by Helen L. Cramm. 
Little four-hand numbers for two juvenile 
performers in which each is given some- 
thing to do. They may be used as teacher 
and pupil duets but they are primarily in- 
tended to furnish first work in ensemble 
playing. Price, 75 cents. 

Twenty-Five Primary Pieces for the 
Pianoforte, by N. Louise Wright. A book 
of easy little numbers that might’ readily 
be used to follow the author’s most suc- 
cessful Very First Pieces Played on the 
Keyboard. Price, 75 cents. 

Moods from Nature, Four Sketches for 
the Pianoforte by Gordon Balch Nevin. 
An art volume of artistic compositions by 
a celebrated composer. The pieces are in 
modern style but the composer never loses 
sight of the fact that melody is essen- 
tial. This book should be in every good 
pianist’s library. Price, $1.25. 


Stock uP ON SUMMER READING 


AT Money SAVING PRICES 
The inside back cover of this number 


shows every desired magazine clubbed 
with Tue Ervupr. Any member of the 
family will find the magazine wanted 


clubbed with Ture Ervupe at a substantial 
reduction. Place your orders quickly to 
insure prompt delivery. 


CHANGES OF ADDRESS 


Those who desire Tur Ervupe sent to 
summer addresses will kindly notify us 
immediately, giving both the old and new 
addresses. We should have at least four 
weeks’ notice in advance of a change to 
prevent copies going astray. 


££ 
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JUNE 1928 


A Chance to Get Acquainted 


with the VERY BEST NEW MUSIC is afforded by 
the THropore Presser Co.’s offer to send for examina- 
tion any of the compositions in this list of interesting 
recent publications, presenting the inspirations of the 
foremost contemporary American and European com- 
posers. Music Teachers especially are invited to avail 
themselves of this privilege as an excellent means of keep- 
ing their supply of teaching material fresh and up-to-date. 


PIANO SOLOS 


at. No. Gti Pr 
BEACH, MRS. H. H. A. 
24030) Bit of iGairo, A. n.seh:.ee 4 $0.50 
BECK-SLINN, E. 
24115 Intermezzo, Op. 36..... 3%. .40 
COOKE, JAMES FRANCIS 
24111 An Old Palace (Noc- 
CUGRE) 0 ere ecn s eanae era ey .40 
24112 Shadows on Lake Como 
(Barcarolle)” cece .50 
DUPRE, DENIS 
24916 Ica) Cascade. ...5.G/cciaee 4 50 
ELLIOTT, PERCY 
ZaLESin ABSENCE (7 citstarcsWiiin «cet -40 
24114 Floria (Valse de Salon) 34 50 
EWING, MONTAGUE 
24063 On the Village Green.. 3 50 
FOURDRAIN, FELIX 
24109 Barcelone Endormie 
(Barcelona Asleep).. 4 40 
24126 Pepita! (Reves et Jeux) 5 40 
GEIBEL, ADAM 
24058 Trysting Time (Valse). 4 40 


PIECES 

By MARION HICKMAN 
24048 
24049 
24050 
24051 
24052 
24053 
24054 
24055 
24056 
24057 


Time to Rise..... 1% .30 
Fairy Bread 2 
Foreign Children... 2 .30 
Nest Eggs 2 

The Swing 
Rain 
Autumn Fires ... 2%  .30 
Bed in Summer .. 2% _ .30 
Windy Nights ... 5 
The Sun’s Travels 2% .30 


do 
= 
SONNY 
w 
Oo 


| A GARDEN OF PIANO 


JACQUET, H. MAURICE 
Melusina at the Foun- 
tain 


Xe 


Six Juvenile Recital Pieces 
By WALLACE A. JOHNSON 


23992 Springtime — Song 
without Words... 1 
Blossoms Pure— 
Barcarolle v.35. 2 25 
Daddy’s Big Bass 
Fiddle—Waltz . 1 a 
Gay and Happy— 
Kondo © ne aehine 2 ee 
Among the 
Flowers — Rev- 


23993 
23994 
23995 
23996 


erie 
Over the Meadow 
Tarantelle ..... 2 35 


IN MELODY LAND 
23997 


, 
Dg 


KOUNTZ, RICHARD 


24014 Memories of Schubert.. 2 35 
KRENTZLIN, RICHARD 
23850 Chimes in the Valley... 3 $35 
23849 With Clanging Cymbals 3 .40 
FOUR PIECES 
By CEDRIC W. LEMONT 
Grade 4 
24038 Intermezzo ........... $0.40 
24039 Sweethearts .......... 40 
24040 Danse Fantastique..... 35 
24041 Mazrigos s.ncsleves eee -40 
MANHIRE, WILSON 
24098 May Day Morning..... 2% .40 
NIEMANN, WALTER 
24070 Dolores (Valse ele- 
Riadue): shisivcse snowy 4 75 


SKETCHES 
By MARI PALDI 

Grade 2 
24024 Chatterbox 
24025 Grandfather’s 
24026 March On! 


25 
Clockiia ase: 


THREE LITTLE 


TWO FAR EAST 
FANCIES 

By FRIEDA PEYCKE 
Grade 24% 

24033 The Jolly Juggler in 


pape (Tokyo Street 
Fair) $0 

24034 A Chinese Coolie Hur- 
ries with a Rickshaw 
(In Pekin) 


2, ¢, 
oe 


Cat. No. Grilnbrs 

SCULL, HAROLD T. 
ZS Perr CANIS vf sere om arcaelaata 
TERRY, FRANCES 
Dance Sorrento 


VODORINSKI, ANTON 
Prelude in C# Minor... 5 40 


PIANO DUETS 


BEETHOVEN, L. VAN 
Contra, Dances; aes be -40 


PIPE ORGAN 


FLAGLER- BONStieee 
Chapel Bell 


SHEPPARD, ERNEST # 
Intermezzo 


SONGS 


BANKS, HARRY C., JR. 
Happiness (d-g) z 
Lonely Night (b-F).... .50 
ENGELMANN, H. 
24124 O Lord, with Weary 
Hearts we're Yearn- 
ing (c-g) 
GALLOWAY, TOD B. 
The Lonely Hour (c-F) -50 
LINNE, HANS 
Dreamthings to Sell 
(b-flat-F) 


ANTHEMS 


Mixed Voices 


HYATT, NATHANIEL I. 

Savior, Like a Shepherd 
Lead Us 

KOUNTZ, RICHARD 

OnEAght of wLitiesn ere: 12 


24042 


24069 


24079 


24077 


24047 


24133 
24134 


24106 


24075 


Men’s Voices 
NEVIN, GEORGE B. 


Beloved, Let Us Love 
One Another 


PART SONGS 


Mixed Voices 


TALBERT, SARAH 
Pickaninny Sandman... <2 


Treble Voices 


DAVIS, KATHERINE K 
Cuckoo, The (Two-part) 12 
Hark! The Tiny Cow- 

slip Bell (Two-part).. a7) 
McINTYRE, EDWIN VAILE 
When Twilight Comes 

(Threepart) cs aoay ie 12 
PITCHER, RICHARD J. 
Robin Redbreast (Two- 

part) glace ely eine -10 


20787 


20792 


20795 


20794 


20802 


20768 


eee eeee 
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THE PRESSER 
PERSONNEL 


LEONE: 


IS FI ISA 


Introducing our 
patrons to, the 
highly trained 
members of our 
staff who serve 
them daily. 


ANS SAS GSAT SAS: 


eS. 


POI PIL PO LIL: 


Miss Kathryn Barthes is assist- 
ant to the manager of our Charge 
Department. This department coy- 
ers more than its name indicates, 
since all music and musical mer- 
chandise ordered or returned by our 
patrons goes through this depart- 
ment, and therefore it covers not 
only the charges, but also all the 
cash order deliveries and the eredit 
memoranda on returned music. The 
Charge Department must see to it 
that the music is billed at the 
proper prices, and that proper la- 
bels and shipping directions accom- 
pany all lots of music passed on to 
the Mailing-Shipping Department. 

Miss Barthes is thoroughly fa- 
miliar with all of the details of the 
department, having been with this 
branch of the business since enter- 
ing the employ of the Theodore 
Presser Company in 1913. Starting 
as a billing clerk, which only en- 
tailed the actual making of a bill as 
dictated by an experienced Charge 
Clerk, who would call off the prices 
of the music and the discounts for 
it, Miss Barthes has achieved her 
present position in 1926 after a 
dozen years of faithful, industrious 
and efficient service in all steps of 
the details performed in the Charg- 
ing Department. It is by having 
competent, experienced assistants to 
our major Department heads that 
we can feel assured that our pa- 
trons will receive the best of serv- 
ice, even when illness or any other 
factor causes the absence of one of 
our managers. 


ISS 


ey 
Bd) 


AA 


SL NIE NA 


CM 


Loox Cite: FOR FRAUDS 
Complaints are still coming in from our 
musical friends who have been imposed 


on by so-called magazine subscription 
agents, both men and women. Everyone 
is cautioned against paying money to 


strangers. 
carefully read them. 
word for anything. 

take the risk of paying 


Sign no contracts unless you 

Take no stranger’s 
If you are willing to 
your cash to an 


unknown, be prepared to stand a loss. If © 


the solicitor proves to be a swindler, we 
cannot be responsible for so-called ‘“ex- 
service men,” “college boys working for 
scholarships,” and a thousand and one 
other slick stories told by smooth crooks. 

If you wish to give a subscription to an 
agent who is a stranger to you and fear 
that you might be imposed on, take his 
name and address, send the full amount 
of the subscription to us and we will give 
the solicitor credit for the order. 


PremMiuM WorRKERS— ATTENTION 

The following is a selected list of 
rewards given for obtaining new Erupr 
Music Macazine subscriptions. Very lit- 
tle effort will secure anyone or all of 
these very desirable articles of merchan- 
dise. Premiums or rewards offered by 
Tue Erupe for obtaining new subscrip- 
tions are high class and dependable and 
are well worth the little time that it takes 
to secure them: 

Toothbrush Holder—a_ fine celluloid 
holder, suitable to slip in the travelling 
bag, indispensable on a vacation. Keeps 
the brush neat and clean; only one new 
subscription 

Salad Fork—a beauty, handle of ster- 
ling silver, attractive and dignified; only 
three new subscriptions 

Tomato Server—A-No. 1 sterling silver 
handle. If you already own a server, this 
makes a fine wedding gift; only three new 
subscriptions 


TH 


Uneeda Canning Set—every 
should own this set, consisting of 
versal Opener and a Wonder Jar 
The opener in itself is worth man 
the little effort to secure ol ~a 
subscriptions 

O’Cedar Mop—if you haee ne 
one, you will wonder how you 
without it. Picks up every speck 
cleans thoroughly and polishes at tl 
time; only two new subscriptions 

Metal Basket—finished in fine 
filigree, suitable for fruit, cake, j 
etc. You will be delighted with 
only one new subscription makes | 

Bon Bon Dish—French gray fi 
lined, a dainty dish for the finest 
tions ; only one new subscription — 

Fancy Rubber Apron—in combi 
of blue, rose or green, a delightful) ay 
especially handy when working % 
the kitchen; only one new subse 

Electric Flashlight—for  poki 
dark closets and corners, the o 
light to use. Finished in full nicke 
worth two new subscriptions Et 

Ash Tray and Match Holder—a @ 
ful nickel-plated tray with colored 
lining, any smoker will appreciate th 
bination; only two new subscriptior 

Genaline Eastman Hawkeye Oan 
No. 2 makes a picture 2%, x 3%; 
for four subscriptions. No. 2A mak 
picture 2% x 414; only five subserip 
You will be surprised with the sple 
work these cameras do 

Brush Set—a set of 6 brushes of | 
ent shapes for use around the hous 
radiator brush) alone is worth th 
of the entire set; all six brushes. fe i 
two new subscriptions. 

These rewards are given to our 
ium Worker friends for securin 
Ervupe subscriptions, but your ow 
scription, even though new, can 
SAS as a point toward securi 
gift. 7 
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Introducing our 
patrons to the 
highly trained 


by 
a members of our 
BL Staff who serve 
" them daily. 
PY 
by In the Theodore Bhagaor Compar 
@ there is a large percentage of 
y|| four hundred employees who hay 
@ been with the company over te 
fy)| years, and even beyond this thei 
e) are Many who came with the con 
hy| Dany twenty years or more ag 
Q when the entire organization nun 
byl bered but around one hundred an 
Py| fifty. Mr. Harvey Wiltshire is on 
Sy of these, his length of service w 
| US now being over twenty-two yea 
Pa Even before coming with us he 
S) handled much Presser material 
Ps an employee of Zabel Bros., mus 
ey engravers and lithographers, | 
ra about eight years. 
by In the days when our organiza- 
[Py] tion was smaller he rolled up is 
iy sleeves for all kinds of tasks, var} 
| ing from stockkeeper of the Press 
¥] stock of our own book publicati 
p| to chief of our heating plant, boile 
9 room and other helpful jobs in th 
Ps, Shipping and Building Supervisio 
SX) branches of our organization. Even 
Py ually he was placed definitely wi 
@| the Shipping Department, and fina 
hd] ly the reward of his willing re 
4; Sponse to all ealls upon him 
ish various duties came in his appoint 
(@| ment as Head Shipper and Recei 
By Superyising many large wholes 
a] music shipments and the mon 
Mf] wholesale shipment of Tu» Er 
aj Music MAaGaAzinw to dealers ott 
by) than newsstands along with the 
a sponsibilities of receiving incom 
fy} materials and supplies, gives 
P~a| Wiltshire plenty of important wot 
This particular work he has b 
handling in a most commenda 
manner for the peat ‘fifteen vee 


BTUDB 


‘ictly technical studies with young 


thoosing pieces and studies that in- 
ute special technical features to meet 
mands of the child’s physical and 
| development. The list of studies 
eces which you quote as having been 
your daughter are all standard and 
rst-class teaching material. How 
e has mastered them it is impossible 


q rest always should be, not how 
eces a child plays, but how fault- 


ed and studied. Beginning habits are 
fixed, and hasty, sloppy playing at 
lage is regrettable. According to the 
ibmitted, your daughter has taken ten 
‘from the Souvenirs of the Masters, 
tiscellaneous compositions (all with 
titles), and several small pieces. 
has been given in addition to a book 
listic studies, a book of Melodies for 
iles and a book of duets, plus a 
amount of technical work. This, 
uld say, represents quite enough 
id covered for the number of lessons 
. provided, of course, that the va- 
‘compositions are intelligently and 
ully played. 
e material used indicates that her 
er has taste and judgment in the 
r of selection. If the child plays 
‘compositions with taste and skill, 
eacher has done her part. I do not 
changing teachers unless one is 
ba, convinced that the instruction is 
y or that the child has a positive and 
zrounded dislike for the teacher. 
latter reason should be thoroughly 
igated before the change is made 
charity and respect in one’s heart for 
sacher. In most cases in which any 
ng results are exhibited in the play- 
f children, it is found that the work 
een done under one teacher, with a 
ed series of lessons and with no 
ping about’ from one studio to 
er. : 


) 


ee 


Musicat EpucaTIon IN THE Home 
(Continued from Page 423) 


Simple.Scale Drill 


| Bisa with you. that your child 

should have the scales and some simple 
technical drill. Suggest to her teacher 
that she get Mr. James Francis Cooke’s 
“Mastering the Scales and Arpeggios” and 
put her to work on it. She should by 
this time have written the scales in a note 
book, understanding their formation by 
step and half-step. This, of course, refers 
to the simple keys. She should do them 
with and without the metronome, and, as 
she progresses with them, they should be 
done in various rhythms and motions. 
Playing the scales can be made a lively, 
fascinating game full of charm and _ in- 
terest, if the teacher is alive to it. 

I hesitate to advise on any further tech- 
nical exercises without knowing the child 
and her: physical and mental condition. 
Perhaps her teacher has purposely avoided 
technical work for fear of stiffening the 
muscles of her hands’ and arms, especially 
if she is not a robust child. It seems to 
me that you should discuss this feature 
with her. teacher, suggest that she get a 
standard book of five finger exercises and 
add these to the drill in scales and arpeg- 
gios, using one-half of the lesson period 
regularly in this sort of work. 

Summing up, I would say you should 
not be discouraged nor over-zealous con- 
cerning your little daughter’s progress. 
She is still very young. If she plays the 
many compositions you mention at all 
creditably, she has a fine start for her 
years. Your duty now should be to see 
that her lessons are regularly taken, two 
short periods a week, with brief, uninter- 
rupted, concentrated and regular practice 
periods. She should have plenty of out- 
of-doors exercise, and, if possible, some 
musical associations where the spirit of 
competition would enter. You might put 
her in a music school for a season, where 
she would have the benefit of the latter. 
It is often a successful spur to lagging 
interest. But let me urge that you do not 
over-crowd your little girl. Possess your 
soul in patience, remembering the motto of 
Adelina Patti, “He who goes slow, goes 
sure, and he who goes sure, goes far.” 


j ~ Wort or Music 


(Continued from Page 421) 


COMPETITIONS 
= PRIZE OF ONE THOUSAND DOL- 
, offered by Alfred Seligsberg, through the 
> of the Friends of Music, for a sacred or 
- cantata suitable for use by that organiza- 
s in open for competition till Novem- 
, 1929. Particulars may be had from 
d Copley, 10 East 43rd Street, New York 


: ————————— 

RIZE OF ONE HUNDRED DOLLARS 
red by Swift and Company for the best 
for a chorus of men’s voices, with piano 


; 
A 


accompaniment, of Sir Walter Scott’s “Harp of 
the North, Farewell.’”’” The competition closes 
September 15. Further information may be had 
from D. A. Clippinger, 617-618 Kimball Build- 
ing, Chicago, Illinois, 


SS 


PRIZES to the amount of one thousand dol- 
lars dre offered by the Cadman Creative Club 
of Los Angeles, for compositions for piano, or- 
gan or voice. Particulars may be had from Mrs. 
Myra Cain Grant, 4065 Oakwood Avenue, Los 
Angeles, California. 


~ New Musicat Works Reviewep 


‘The Effects of Music 
By Max Scuoen 


—_ is really, the editor of this 
e of interesting essays by himself and 
ee investigators and writers 
s alluring theme. _ 
from the Introducffon: “The book 
a response and a challenge. It is 
e to the inquiry which any thought- 
ener makes, ‘What is this music doing 
' At the same time it is a challenge 
nee to explain more adequately than 
un done the nature and the mys- 
cal effects.” 
se goals are achieved through a 
lich entices the reader to pursue his 
at the same time gives to him 
nental stimulus and satisfaction. 
as “Differences in Listening. 
ypes of Listeners,’ “The Na- 
“The Mood 
the imagination ; 


| When you: 


while tabulations of data assembled through 
widely distributed tests satisfy the exploring 
mind. 

Publishers: Harcourt, Brace and Company. 
Price: $5.00 

Pages: 273. 


Illustrations, charts and index. 


By W. S. Drew. Cloth 
bound; fifty-six pages. Published by the Ox- 
ford University Press. Price, $1.20. 


The modern world delights in research that 
is personal and facts that are pertinent. This 
book gives reasons for phenomena we have 
been puzzling over this at day—for instance, 
why a clock ticking should lull us to sleep, 
but one just ceasing to tick should wake us 
Bp. We are shown what constitutes expres- 
sion in a song, what is the value of imitation, 
how vowel sounds depend on pitch and how 
mannerisms effect singing. In short, we are 
told many poignant truths, while our imagina- 
tions are stimulated to discover many more. 


Song Interpretation. 
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SUMMY’S CORNER 


SUMMER TIME is STUDY TIME for the Teacher who gets RESULTS 
in the WINTER! It is the only time the busy Teacher has to study important 
publications. But STUDY TIME need not mean drudgery. STUDY TIME 
should. bring an added VACATION RECREATION, if the Teacher is for- 
tunate in choosing for study those DYNAMIC; OUTSTANDING works 
which sound the NEW NOTE in education. 


The works listed below will yield rich rewards for every 
minute of VACATION TIME devoted to their study. 


es) 


HARMONIC MATERIAL AND ITS USES 
by ADOLF WEIDIG Price $3.00 (plus postage) 


A Work that is as absorbing as a novel in interest, 

A Work that has merited the praise of savants all over the world. 

A Work that will make the student creative. 

A Work that develops understanding and releases talent. 

Not to know this Work is to miss the best that has been said on the subject in recent years. 


(For Advanced Students) 
(oes) 


CONSTRUCTIVE HARMONY AND IMPROVISATION 
by CLARE OSBORNE REED Price $1.50 


A splendid preparatory volume to Mr. Weidig’s Harmony. 

This is a Book that presents the beginnings of Harmony as a living language. 

Knowledge of this harmonic language unlocks the meaning of all music and furnishes a 
medium for original expression. : 

It is a practical Book for a Teacher who wishes to brush up her knowledge or to 


acquire a Teaching Method that is easy to follow and never fails to produce Results. 
(For Beginners in Theory) 


ELD 
ELEMENTS OF HARMONY 


by EMIL BARTH price $ .40 


This Book is a unique Harmony COPY BOOK. 

It is not a text book in the sense that those listed above are. 

It furnishes a systematic Record Book for the routine essential to the study of Harmony. 

The more creative the teacher the more welcome will this COPY BOOK be, since it 
assumes all responsibility for detail work. 


CLAYTON F. SUMMY CoO., Publishers 


429 South Wabash Avenue, Chicago, II. 


Descriptive circulars of the above works sent on request. 
AT LAST—FOR ONLY - 


$ 15.00 
The Neely 4-Octave Keyboard With INDIVIDUAL KEY-ACTION 


Standard size keys; standard dip; piano 
touch. A portable silent keyboard with 
handle for carrying and a folding music rack 
inside the case. About the size of a violin 
case; finely finished; weight, 7 lbs. A real 
aid to class teaching and the lowest-priced 
high - quality keyboard available for 
practice work. 

Sent on Approval; Guaranteed 

for Five (5) Years 


FORSE MFG. CO, 


700 Long Street, Anderson, Indiana 


©Ghe Counting Bugbear 


By Haze, Hawxins-Davipson 


signature, 34, 34, %4, 94, 9%. Have the pupil 
fill each measure with the correct number 
of these groups. The second phrase starts 
with the same unit as the first: 


Tue child, instinctively, it seems, thinks 
an eighth note, a higher figure, must surely 
be larger than a quarter note. An apple 
cut into parts illustrates time values very 
well for the time being, but an untiring 
drill will really impress. How urgent it 
is to understand time from the start! It 
is well to start the drill with four-quarter 


a3 


time. Make a table of notes or groups 
which receive one count. For example: 
Ex.1 


rer err errr recess 


On a music tablet mark off four measures 
to the line. Make phrase marks (two), 
thus forming two-measure phrases. At 
the beginning of each line put a time 


Later on, take up groups which receive two 


and more counts. Use all combinations. 
These must always be tapped, count one 
being accented. 


“With regard to outside criticism, he need not fear it from any source 
whatsoever, if, his standard being the right one, he is able to say to him- 
self, “Well done!” This will not be lightly said, for the more we are able 
to do the more we see there is to be done. And when we think of tt, 
what a wise dispensation of Providence this is. Never be conceited; on 
the contrary, always be conscious of your limitations, but never on any 
account belittle the gifts you have been endowed with; that is insincerity 
in one of its most offensive aspects, and is nothing more or less than an 
insult to the Creator.” 

—AmsroseE C. Porter, Organist of Lichficld Cathedral. 


write to our advertisers always mention THE ETUDE. It tdentifies you as one in touch with the higher tdeals of art and life, 


. 
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Music Play for Every “Day 


A New and Delightfully Distinctive Very First Piano Book 


rp Re immediate and sensational success of this volume, that so de- 
lightfully acquaints children with the piano keyboard, is due to the 
use of the best and latest approved practical juvenile methods of in- 
struction. It was written by a staff of famous musical education 
experts, whose other successful works havé been demanded by hun- 
dreds of thousands. Every day the mail is bringing letters from 
teachers and parents, telling of its amazing “appeal to little children 
and the wonderful progress these little children make at the piano with 
this book. It is lavishly illustrated, contains little tales of great musi- 
cians with cut-out pictures to accompany them and each step of in- 
struction is virtually a game-like “‘playtime.’’ An attractive keyboard 
chart and an appealing full-page picture in four colors accompany each 
book. Music Play is different because it so thoroughly considers the 
child’s instinctive love of play and joy-bringing powers of imagination. 
It is a complete first instructor in itself, which may be used as an ad- 
mirable introduction to any system or course of piano instruction. 


Complete, Price, $1.25 - - Also Published in Four Books for Class 
Use, Price 40 cents each—or in Twenty Playtimes 
Price, 25 cents each Playtime 


First Year at the ‘Piano 


By JOHN M. WILLIAMS 


HAT will delight many teachers, who have found this book un- 

surpassed for substantial instruction in classes as well as in in- 
dividual instruction for students beyond the primary and kindergarten 
stages, is the announcement of its publication in four parts. These 
four parts are most convenient for class use. 


Complete, Price, $1.00 Class Edition, in Four Parts, each 35c 


Standard Graded (Course 


OF STUDIES FOR THE PIANOFORTE 


For Over a Generation the Leader in American Piano 
Educational Works—-Always Up-to-Date Through 
Constant Revision 


NY mention of the best available piano instruction material would 
not be complete without reference to this world-famous Graded 
Course of Studies. This course of studies, originally compiled by 
W. S. B. Mathews and Theodore Presser, utilizes the best available 
study material from all the standard and classical writers for the piano- 
forte, presenting this material in a logical, progressive manner with 
copious notes and suggestions for any supplementary material deemed 
necessary to aid the pupil’s progress. This work is so practical that 
teachers may take up its use in any grade. 


Published in Ten Grades (Ten Volumes), Price, $1.00 each 


“Beginner’s “Book 


By THEODORE PRESSER Price, $1.00 


HIS is a veritable first reader for piano students. It utilizes the 

most attractive kind of study material and for years it has been 
the preference of many teachers specializing with beginners. It is the 
first volume of a School for Pianoforte, which has as volumes two ahd 
three, Studenit’s Book and Player’s Book. - ( 


Ann Hathaway Violin Method 


By ANN HATHAWAY Price, $1.25 


HIS new violin method covers the rudiments of music and explains 

violin hand and bow positions so thoroughly that with the attrac- 
tive and well thought-out material given, teachers find it one of the 
fot ee and most satisfactory first instructors for the violin ob- 
tainable. 


Bx} 
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LAY:STRONG FOUNDATIONS NOW FOR 
YOUR MUSICAL SUCCESS NEXT FALL 


In All Professions and (allings the Leaders Plan the Future Months _Ahead a 


HE SUCCESSFUL MUSICIAN of next Fall is 
laying the foundation of his advertising, his 
schedules, his musical supplies now. Only those 
who wait until late Summer or early Fall to get 
ready need fear waste and failure. This should 


be the very busiest time of your year to promote 
coming prosperity. 


WE RETAIN THE LARGEST RESIDENT 
STAFF of teachers and expert music clerks em- 
ployed by any publishing house in the world. 
They know from experience just how to handle 
your needs in advance. They will co-operate 
with you now in supplying you with all necessary 
information relating to the kind of music you will 
require to make next Fall a triumph. 


THE WORKS EXHIBITED UPON THIS PAGE 
represent the unusually progressive policy of the 
Theodore Presser Co. in supplying the musical 
home and the musical profession with educational 
musical publications of substantial’ character that 
are distinctly in the “indispensable” class of books 
and sheet music—“‘bread and butter publications,” 
which the teachers must have to insure that kind 
of interest that will hold and which brings others 
through results of high and permanent character. 
Musical in American homes has been 
enormously advanced through these means. 


culture 


THEODORE PRESSER CO. 
1712-1714 CHESTNUT STREET 
PHILADELPHIA, PA. 


Getting Acquainted with Music for 
Your Needs 


T would take volumes to bring to attention all of the publications 

that teachers and active musi¢ workers have come to know as being 
helpful in their work through the service of the Theodore Presser Co. 
There is no need to wonder just what can be found for any specific 
teaching or other musical needs when the Theodore Presser Co. will 
send suggested material for examination. All that is necessary is ‘to 
write, stating your needs and requesting that a selection of suitable 
material to fill these needs be sent. This includes anything from a 
supply of teaching material for any class of musical students on 
through the realm of choruses, sacred music, cantatas, musical plays, 
etc. Write us today on any help we can give you. 


SOUND PLANS AND HARD WORK IN JUNE AND JULY MAKE SUCCESS CERTAIN IN SEPTEMBER AND -OCTO 


First Folk Songs for Violi 
By MABEL MADISON WATSON 


A First Introduction to Violin Mayne 
Class Use 


aes is one of the best works ever produced as.a first 
to violin playing. It is superb for individual instruc 
classes of violin beginners. In addition to covering im 
mentary teaching points, it provides interesting material 
novices to use in public and home entertainment. 


Violin Part, Price 50 cents Piano Pec mere Pa ice, 


Ny 


‘Beginner’s 's Voice ‘Book 
By FRANTZ PROSCHOWSKI t 


A Wonderful Vocal Instructor—Develops Musician 
and Singing § 


Witt no other voice book covering first vocal instruction 
sensible and practical a, manner, the enthusiastic re 
corded this book far exceeded pre-publication confidence in ‘ii 
Here a master voice teacher sees that musicianship prog: 
vocal technique. Voice teachers find it practical for use 
system of instruction. The chapter, accompanied by anatom 
ings, gives a valuable explanation of the singer's physical e 


Cloth Bound, pamige ee $3.00 


e Cie abe it 
Piano 0 Dialogs 
For Two Young Pupils or Teacher and P. 
By HELEN L. CRAMM ] 
dee little piano duets are so easy that they may 
develop the notation knowledge of young students. 
knows the sight reading, ear training and rhythmic value of « 


ing for pupils in all grades and it is a boon to piano t 
such an excellent work as this is available for the very first les 


Fundamental § Studies 1 
Violoncello Technic 


By GEORGE F. SCHWARTZ 


pe valuable group of studies immediately sets out to giv 
fundamental technical equipment to the Cello student. A 
ace to the studies, a very comprehensive guide is given as to the 
methog ‘ holding the Cello, handling the bow and properly 
the han 
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Recent Exceptional Tia hi 
. ‘Pigg kg 


“fi 
For Piano Solo 4 


Cat. No. Title rs ‘Composer | Gre 
23950—Priscilla on Sunday....... Mathilda Bilbro ...... 
23994—-Daddy's Big Bass Fiddle... W. A. Johnson ..... 


24024—Chatterbox ...... Rese ioe) or) rN RS © 
23989—Marlowe (Valse Petite) se OuaNee Benson's..)-a 
24125—Valse Petite .......05 s+ BaRetterer 0s: oy 


24065—March of the Archers..... Monta py ea Ewing j 
24111—An Old Palace (Nocturne) . ee OOKES..s <a 1a en 
24015—Valse Silhouette ......... chard Kountz ..-.a @ 
24109—Barcelone Endormie ...... ran Fourdrain ......0 
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Your Favorite Magazines Are Here bad 
Combined with The ETUDE , 


At Special Money-Saving Prices 


Take advantage of this unusual Subscriptions may be new or 
opportunity to order your favorite renewal, may go to different addresses 
magazines, including THE ee acy paid desired, and may begin when you 
actual savings of 10% to 25% wish. 


Don’t delay! Order your Summer Reading NOW!! 


ETUDE MUSIC MAGAZINE..... $2.00 Both ETUDE MUSIC MAGAZINE..... 
THE DANCE MAGAZINE....... 3. 3th ga. 00 MEGANILIS) Mata oie Be aMiaca sats 
equa price... .5......- $5.00 J Save $1.00 ~ Regular price. .ccxwss se... $3.00) Save 65c 
ETUDE MUSIC MAGAZINE..... 2.00 Both ETUDE MUSIC MAGAZINE..... we 00 Both 
GOLDEN BOOK ........ Raoe, a 3tt | $4 75 WOMAN’S HOME COMPANION... 1.00 $2. 75 
REGHIAVEDFICEclen's cicc.0.0 + $5.00 ) Save 25c *Regular price.......-.-..+. $3.00 00) Save 25c 
ETUDE MUSIC MAGAZINE..... $2.00 Both crepe must MAGAZINE..... en All 
ee a a $4.25 WOMAN’S HOME COMPANION... 1.00 $3.35 
MGHiide WAC. es stean sve $5.00) Save 75c Remulee oricdee tee $4.00 Sava @5n 
ETUDE MUSIC MAGAZINE..... 82. 00 Both 
ETUDE MUSIC MAGAZINE..... 82. 00 Both 
CHRISTIAN HERALD ........ “21g 00 NATURE MAGAZINE........... 3th gg, 50 
. eee re $4.00 Save $1.00 Begularee Brice ser cw vetele oe $5.00) Save 50c 
ee CAINE... .-82.00 All ETUDE MUSIC MAGAZINE.....$2.00) _ Both 
CHRISTIAN HERALD ......... 2.00 > $4.10 SEITEN ROMESS AND BORDENS xe $2.10 
Regular price.............. $5.00) Save 90c Regular_price............-. $2.60) Save 50c 
ETUDE MUSIC WAGAZINE.....$2.00 ) | Both RE Oe ial area 
REVIEW OF REVIEWS......... 0 $4.75 BETTER HOMES AND GARDENS .60 $2.85 
Regular price............. $6.00 00 J) Save $1.25 Renularapriceeeeen a: seca. $3.60) Save 75c 
ETUDE MUSIC MAGAZINE..... EDO Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
COLLIER’S NATL. WEEKLY.... 2.00 $3 50 CHICDMINTB ER see enctarcscente 3.00( $4. 00 
Regular price ............. $4.00 ? Save 50c Regular: prices. -.scsvawcereleca ce $5. 35.00) Save $1.00 
ETUDE MUSIC MAGAZINE..... $2.00 Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
FASHIONABLE DRESS ........ 3.00 $3 75 CHILD RENE eee Seer 0\ $3. 75 
CONTE U3 See ees $5.00) Save $1.25 Regular price............. $4.50 Save 75c 
ETUDE MUSIC MAGAZINE..... 2.00 Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
DEEIWEATOR .........-..---- ou 75 fe eee Ot S225 
Regular price .....:...... $3.00 J Save 25c Regular? ptites «..escs ted... $2.50 Save 25c 
ETUDE MUSIC MAGAZINE..... 2.00 Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
% WOMAN’S WORLD ............ : ee 25 JUNIOR HOME MAGAZINE .... 2.50 ($3. 25 
°F Regulay price ............. $2.50) Save 25c¢ Regular price ............. 
; ETUDE MUSIC MAGAZINE..... 0) Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
MODERN PRISCILLA ......... 2.00 $3 25 AMERICAN MAGAZINE ....... 2.50 $4.25 
Begilar: MICO acess e sis on sie $4.00) Save 75c Regularephicaieertiiyannt aes $4.50 ) Save 25c 
ETUDE MUSIC MAGAZINE..... $2.00 All ETUDE MUSIC MAGAZINE..... $2.00 All 
EGS Ga ae ea 1.00 AMERICAN MAGAZINE ....... 2.50 
MODERN PRISCILLA ......... 2.00 > $3.85 WOMAN’S HOME COMPANION.. 1.00> $4.75 
Regular price............. $5.00 ) Save $1.15 Regular prit@ cnc. veces $5.50 ) Save 75c 
ETUDE MUSIC MAGAZINE..... cr Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
YOUTH’S COMPANION ........ 2.00 $3.50 Pioriee ease 1.00 $2. 35 
ELH A NEICE aie ora d ora sobs ots $4.00 J Save 50c Regular prie@sc 0... sane $3. sac} Save 65c 
ETUDE MUSIC MAGAZINE..... $2.00 All ETUDE MUSIC MAGAZINE..... $2.00 All 
MeO Sia Nvtis «code iekinwi.ss ill DECALS ier eee ne oer ae ee 1.00 
YOUTH’S COMPANION ........ 2.00 $4.25 PATHE INDER Gs secu. coco cons 1.00 $3.25 
Regular price .............$5.00 J) Save 75c Repulare rien oocc.isc: clewteorsts $4.00 Save 75c 
ETUDE MUSIC MAGAZINE..... $2.00 Both ETUDE MUSIC MAGAZINE..... $2.00 Both 
FARM AND FIRESIDE............ 25 + $2.10 BOY S*MiFEU er ee a $3.50 
Regular price ......-...... $2.25.) Save 15c Regutlara prices 6. <.cts)2.<)aver<;se% $4.00 7 Save 50c 
$1.00 for 1 year 
A DD} 500 tery rem SATURDAY EVENING a Ne ee 
y or year 
1.00 for 3 years COUNTRY GENTLEMAN LISTED 
Send Orders With Remittance Direct to 
Theodore Presser Co. 
Write to us for prices on any Publishers Sacare Ades fotos Jor he ET UD e. 
magacines rotted. | 1712 CHESTNUT ST., PHILA., PA Wier Base 
*°9 °9 .7 
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watched her unfold 


OUR little girl . for her you 
have dreamed and planned as you 
to her you are giving every Op- 


portunity that lies in your power to give. ‘ 


In every child 


boy or girl 


eee 


there runs an in- 


stinctive urge to musical self-expression. Give your child 


A GOOD PIANO, like every other product of 
quality, is subject to the inroads of time and use. 
Proper tuning two to three times a year will 
prolong the musical life of your piano. If your 
piano ts too old, you should consider exchang- 
ing it for a new instrument. Don’t expect your 
child to get the most out of music on an antiquated 
piano. 

FREE to Parents Who Have No Piano in Their 
Home: A fout-octave keyboard on heavy paper. 
A wonderful help to beginners. 


the opportunity to develop this inborn desire through. 


piano, the natural, logical musical instrument.” 


Of all the accomplishments that enhance the loveli 
of womanhood the ability to play the piano is perhaps t 


Write For These W onderful Books 


Twelve Look-and-Play Piano Lessons for 
Young People: The simplest piano lesson 
book ever published. Makes learning the 
piano amazingly easy. Send 50c. 


Everybody's Look-and-Play PianoBook: For 
those who can’t play, but wish they could. 
Anybody can play the piano with this book. 
50c postpaid. 


National Piano’ Manufacturers Association 


247 Park Avenue 


New York City 


THE BASIC 
PLAN () a 


INSTRUMENT 


finest. Give your daughter the means to acquire this age 
plishment. What worlds she’ll conquer! 


